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2
 See this website for more information: http://kids.britannica.com/elementary/art-99630/The-state-of-Hidalgo-is-located-in-east-central-
Mexico; the information in this thesis was retrieved from this website on December 5th 2012. 
3
 See this website for more information: http://www.explorandomexico.com/map-gallery/0/38/; the information in this thesis was retrieved 
from this websites on December 5th 2012. 
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GLOSSARY 
 
CONCHEROS 
Aztec dance forms. 
CUADROS 
Parts of a dance that all together create a choreography.  
EQUIPO 
A folklore ballet dance group that is similar to characteristics ascribed to a team. 
HUAPANGO 
“The name given to a musical genre characteristic of the Huasteca areas in Hidalgo, Veracruz, and 
San Luis Potosí. It is also the name given to dance that accompanies the music performed by a trio on 
the violin and two guitar-like instruments know as jaranas and huapangueras,” (Sánchez Jiménez 
2009:181). 
HUASTECA 
A geographical and cultural region located in Mexico. The Huasteca runs through the States of 
Veracruz, Tamaulipas, Puebla, Hidalgo, Guanajuato, Quéretaro and San Luis Potosí. 
MAESTRO 
Choreographer; teacher. 
MARIACHI 
“Originating in Mexico‟s central west region in and around the state of Jalisco, often cited as an 
example of mestizaje, combining European instruments like violin and guitar with Mexican creations 
like the guitarrón and rhythms considered both Mexican and Spanish in origin,” (Hutchinson 
2009:209). 
MEXICANIDAD 
Mexicanness. 
MESTIZOS 
Offspring of Spaniards and Indians, seen as the very symbol of nationality. 
TIERRA 
Literally translated into „land‟ or „soil‟ of a country. Referred to by the people I worked with as land or 
soil as well, but seems to have connotations with being connected to a country by feelings incredibly 
rooted. 
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INTRODUCTION 
Folklore Ballet Dance Groups in Hidalgo, Mexico 
 
Colorful dresses, black suits and huge sombreros adorn dancers of Mexico‟s official national Ballet 
Folklórico de México. Tourists coming from States within Mexico and far-away countries applaud 
enthusiastically. The dancers are thrilled to hear all these hands clapping and start showing off their 
strength and quick footwork even more. Sweating and smiling they leave the stage to change their 
outfits rapidly. Meanwhile a mariachi orchestra entertains the audience. When the audience hears the 
beginning of the tune to indicate that there is a ten-minute break, the sound of whispering human 
voices arises. Words such as „traditional‟, „cultural‟, „the real Mexico‟ and „typical‟ can be heard when 
the audience exclaims their findings about the first half of this theater show in Palacio de Bellas Artes, 
the Palace of Fine Arts in Mexico City, where this folklore dance group claims to perform Mexico‟s 
culture twice a week. Also, when looking at one of the many flyers and internet websites used to 
promote folklore dance, one comes across terms like traditional, cultural and typical which seem to be 
used to provoke curiosity in potential audiences and to sell tickets to their performance. These terms 
can be connected to a discourse of authenticity, which has been touched upon many scholars as part of 
the theoretical field within the anthropology of cultural tourism and cultural performance. MacCannell 
(1973), Feifan Xie (2011), Bruner (2005), Harkin (1955) and other authors state that in many forms, 
authenticity is difficult to define, changeable and dynamic, and has a fluid character.  
 The dynamic and fluid character of authenticity can be seen in the use of dance steps, music, 
and cultural expressions, which shape perceptions of authenticity for the dancers who participate at the 
world of folklore dance, both in Mexico and abroad. Besides, festivals seem to have guidelines 
regarding the production and preservation of authenticity. The actors in the world of folklore dance – 
dancers, teachers, festival organizations and audiences – have different narratives on authenticity 
which can be connected to a broader framework within the authenticity discourse. Analyzing these 
various fronts can be done via an idea of a process called refraction whereby “widely shared visions 
are affectively charged with personal narratives and memories,” (Strassler 2010:23). In this research, 
Karen Strassler‟s idea of refraction is applied to performance and the peoples‟ personal narratives 
about folklór dance which entangle widely shared visions about folklore. I see folklore dance as a form 
of performance which mediates in certain ways between widely shared representational forms and 
more intimate concerns (Strassler 2010:23). The personal narratives resulting from having talked to 
various members of folklore ballet groups in the State of Hidalgo, where the research was conducted, 
show that all people have ideas on producing authenticity. To find out more about the production and 
refraction of authenticity for this specific group of people, the question that this thesis aims to answer, 
is as follows: “How is authenticity produced and refracted through cultural performance by folklore 
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ballets in Hidalgo, Mexico?” In order to understand the complexity surrounding the discourse of 
authenticity in the fields of cultural tourism and performance, I have moved and participated in three 
different spheres that I call scenes of sociability, in which the group exists: pedagogy (rehearsals), 
performance (onstage), and groupness (the groups‟ life outside rehearsals and performances). In order 
to get to grip with all that happens within these scenes of sociability that produce and contribute to the 
discourse of authenticity within folklór dance, I find it especially productive to focus on Cynthia 
Novacks‟ three parameters of studying performance. Quoting Novack, these three parameters consist 
of “the art (the choreographic structures, movement styles, and techniques of dance), the institutions 
(local, national, global) in which it practiced and performed, and the people who participate in it as 
performers, producers, spectators, and commentators,” (Novak 1995:181). The art, institutions, and 
people will be parameters in order to find out how people produce and perceive folklór dance within 
these various scenes of sociability. The parameter of people shows peoples‟ narratives on folklore 
dance. To cover the complexity of various actors that shape these narratives for the people I worked 
with, the institutions and their geographical layers are an important parameter as well.  
 Geographical layers amplify the different spheres in which a folklore ballet group moves: 
regional, national and international. Regionally, groups move within the State of Hidalgo, one of 
Mexico‟s thirty-one States, completing with a Federal District also known as Mexico City. The State 
of Hidalgo is surrounded by six other States, namely Querétaro in the West, San Luis Potosí and 
Veracruz in the North, Puebla Eastwards and Tlaxcala and the State of México to the South. Hidalgo 
is inhabited by nearly three million Mexicans
4
, of a population of nearly one hundred fifteen million 
Mexicans living scattered in thirty-one States. Additionally, the Federal District, also known as 
Mexico City, is one of the world‟s biggest cities and, including its agglomeration, has some twenty-
two million inhabitants. The State is situated in the Central Valley of Mexico with its history 
originating from Aztec civilization. Hidalgo has an almost countless number of ballet folklore dance 
schools, mentioning two of its most important schools on the State‟s website5. Another important actor 
in this regional layer, which is also connected to the national layer, is Bellas Artes, a cooperative of 
Fine Art schools seen in every State throughout Mexico where folklore among other disciplines of arts 
can be practiced. All States in Mexico, excluding the State of Hidalgo, cover the national spheres in 
which the group moves. The international layer that is part of the production of authenticity covers 
every country outside of Mexico. These international spheres offer potential places for Mexico‟s 
folklore dances to be performed, and establish a representational image of Mexico to the world. 
Groups travel as equipos; like teams wearing the same outfits striving the same goal: to perform 
Mexico‟s folklore dances and to set a representational image of Mexico to the world.  
                                                          
4 See the Insituto Nacional de Estadística y Geografía 2010, Hidalgo for more information: 
http://www3.inegi.org.mx/sistemas/mexicocifras/default.aspx?e=.; the information in this thesis was retrieved from this website on May 13th 
2013. 
5 See the following website for more information: http://www.hidalgo.gob.mx/cultura.html; the information in this thesis was retrieved from 
this website on May 15th 2013. 
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Folklore Dance and carrying out the Mexican Nation 
It is clear that a lot of layers create peoples‟ narratives on folklore dance. Now that I have stated which 
parameters are used to analyze the production and perceptions of authenticity in Mexico‟s folklore 
dance, this introductory section shows the theories which the research is embedded in. Over a cup of 
coffee, many of the dancers whom I spoke told me that they felt they had an identity as from Hidalgo 
while being Mexican, both of which they carried out via dance. Scholars in social sciences such as 
Mraz (2009), Rostas (2009) and Hellier-Tinoco (2011) have written about the influence of Mexico‟s 
history on this process of identity formation. To gain an insight into the way in which dancers carry 
out being from Hidalgo and being Mexican, it is thus relevant to briefly state something on how 
Mexico as a nation has been created. John Mraz describes a feeling of pride held by many Mexicans, 
composed of “great pre-Columbian civilizations, a colonial period in which Mexico was the crown 
jewel of the Spanish empire, and a social revolution,” (Mraz 2009: 6-7). After the revolution in 1910, 
an awareness of Mexico‟s indigenous past arose as archaeological investigations began at 
Teotihuacan, the capital of the Aztec empire during the last Classic period (Rostas 2009:111). 
Nowadays, Teotihuacan is an important historical site and acts as a display in which some of Mexico‟s 
Aztec dances are shown to tourists. Susanna Rostas shows that from 1910 onwards, aspects of 
indigenous culture related to the arts had been brought into national culture, where music and dances 
became propagated with the establishment of the Secretary of Public Education in 1921 (Rostas 
2009:113). Educating young Mexicans about their national culture was an efficient aid in “the 
establishment of standardized reifications of culture, which are essential to the legitimation of ethnic 
identities,” as Thomas Hylland Eriksen (2002:91) states. Folk dances were taught at schools 
throughout the country and performed at festivals. By the mid 1930s, a program known as Danzas 
Auténticas Mexicanas (Authentic Mexican Dances) declared a set of dances to be authentic to the 
Mexican nation, which standardized  and set an example for many dance groups yet to reach that point 
in history.           
 In terms of post-revolutionary Mexican nation-building, people were searching for a set of 
iconic references and stereotypes to become representative of and recognizable to the Mexican nation 
such as dances, music, food, clothing and other cultural practices. Eriksen (2002:100) refers to 
nationalism as the “glorification of an ancient tradition shared by the ancestors of the members of the 
nation, that is re-created through nationalism.” He hereby states that symbols are chosen to become 
national symbols and, looking at the establishment of the Secretary of Public Education and Danzas 
Auténticas Mexicanas, this appears to have been done by the Mexican government too. Ruth Hellier-
Tinoco (2011:28) found in her research that the chosen representative types such as certain dances 
relate to perceptions of “mexicanidad (mexicanness) and lo mexicano (that which is authentically 
Mexican).” According to me and the people I worked with, authenticity and mexicanness are 
interconnected via embodiment, persons and place of birth. Bailes folklóricos fit into the embodiment 
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of mexicanness by persons who were born in a certain place. Among others, Olga Nájera-Ramírez 
(2009:xiv) states that these are “regional dances that are stylized and choreographed for stage 
presentations and often serve to express national pride and promote tourism.” This assumes a 
connection between folklore dance, feelings of nationalism, tourism and identity formation. With this 
thesis, I hope to show this connection through personal narratives of Mexico‟s folklore dancers in 
Hidalgo. 
Turning Identities into Performance and Business 
“Los mexicanos, antiguos o modernos, creen en la comunión y en la fiesta; no hay salud sin contacto.” 
– Octavio Paz6 
Novel laureate Octavio Paz, one of Mexico‟s famous writers, states something that has become clear 
to me via this research as well: In Mexico, “there is no health without contact.” Mexicans believe and 
act in such a way that there always seems to be a quantity of contact with family, friends and 
communities during everyday life. People told me that they used and still use dance as a way of 
celebrating being Mexican. Celebrations where Mexicans are in contact with each other, often involve 
folklore dance performances, which implies that these are still part of everyday life, especially in rural 
villages (Hellier-Tinoco 2011:69, García 2009:226). Everyday life reveals cultural practices that are 
used daily and the term is frequently mentioned in the discourse of authenticity to contradict a form of 
created authenticity. Authenticity in the world of folklore dance in Mexico exists within a constantly 
changing and dynamic environment in which culture is created and re-created. Regarding cultures as 
continually changing, there are various parameters to find out what is presented by people and 
institutions as authentic. One parameter is an insight into peoples‟ narratives regarding folklore dance: 
e.g. why do they dance, what do they wear. The feelings of being from Hidalgo and being Mexican are 
carried out via folklore dance in everyday life and since the mid 1950s, also via folklore ballet dance 
groups that started to arise throughout Mexico. A new market arose as well: the market of cultural 
performance.            
 There seems to be a whole market system underlying the world of folklore dance that is 
related to the cultural tourism industry, because most of the time audiences consist of tourists who are 
willing to pay to be entertained. I was informed by some teachers that their folklore groups got 
governmental funding, because they were contributing to the tourism promotion of a region. 
Therefore, it is relevant to know the aims of this niche and to contextualize the institution and 
economic sides of my findings, because performing authentic mexicanness is being sold for tourist 
money. Mexican identity appears to be turned into performance and business which uses a discourse 
of authenticity to sell their performances. Cultural tourism namely results in performances becoming 
commoditized as „products‟, like having to pay an entrance fee to see a historical site of a folklore 
                                                          
6 (Paz 1997:46)  Free Translation: “Mexicans, ancient or modern, believe in the community and feast; there is no health without contact.” 
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dance (Cole 2007:945). This can be connected to the problem regarding authenticity that this thesis 
aims to uncover: various layers of authenticity production. Turning performance into something that 
can be sold and labeled as authentic, implies the relevance of this niche to the world of folklór dance 
and the discourse of authenticity. It could potentially explain why certain curricula and pedagogy 
processes are chosen to rehearse at folklore dance schools.                                                 
 To clarify how the research was conducted, an overview about the relevance and 
methodological considerations follows.  
Why Bother analyzing Authenticity 
So many beautiful memories of the world of folklore dance are already gathered in my mind. Starting 
as a fascination, approximately a decade ago, with the marvelous beauty of more than sixty folklore 
groups coming from all over the world in the place where I was born in the most southern province of 
the Netherlands, Limburg. This fascination has now resulted in an anthropological investigation on 
folklore dance. Having some Mexican friends in various folklore groups, the Masters program of 
Cultural Anthropology at Leiden University allowed me to travel to Mexico‟s State of Hidalgo to 
conduct  research. Guiding two festivals and translating not only language but also culture between 
groups and Dutch people made my interest in folklore dance only grow. Throughout these years I have 
always wondered why people wanted to dance folklore, who guides them and why they chose certain 
dances. Among others, these questions congregate in the research question of this investigation.  
 When writing about the parameter of art in performance within a discourse of authenticity, I 
do not just want to repeat what is already written by other scholars. However, to get an idea of the art 
that is performed, I name important dances, choreographies and music used during folklore dance. For 
more detailed information about the art I would recommend further reading on research conducted  by 
Nájera-Ramírez (2009), Cantú (2009), Romero (2009), Rostas (2012), Hellier-Tinoco (2011), and 
Toor (1979) among others. This research focuses on the production side of folklore dance, in 
particular on various narratives on authenticity for people involved in the world of Mexican folklore in 
the State of Hidalgo. The thesis is relevant to the discourse of authenticity as it is approached from 
different layers. The thesis reveals that authenticity is not clearly set but can be emphasized and 
analyzed from out of these various layers, which are composed out of dancers‟, teachers‟, institutions‟ 
and audiences‟ narratives. I would like to mention here that the complexity of these layers is vast, and 
being a Master‟s graduate with only three months of fieldwork, I was only able to cover a small 
amount of what Mexico‟s artistic expressions in folklore dance offer  a contribution to debates on 
authenticity in social science.         
 Authenticity comprises a number of different things, such as the training of the teacher, the 
content of the curriculum, the costumes, music and so on. A specialty of the research is that I have 
traveled with one folklore dance group in particular and participated in their rehearsals. Being part of 
the group and talking to other groups as well enabled me to uncover how the social interaction within 
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a folklore ballet school is accomplished and to give a thick description about their narratives on 
folklore dance and being Mexican. By doing so, the thesis aims to contribute to theoretical debates 
within anthropology. Besides, the thesis has a social relevance by trying to uncover what it means to 
be part of a folklore group in Hidalgo in terms of social structures and (economic) opportunities for 
the members of these groups. 
Methodological Considerations  
A fieldwork period that took place from January until April 2013 in Pachuca and other villages in the 
State of Hidalgo, Mexico is where all empirical data was gathered through participant observation, 
observations and informal interviews. The research was conducted among various folklore ballet 
schools, taking part in the activities of one school in particular and talking to various other dance 
groups. Additionally, some families from Hidalgo that have been dancing for generations onwards are 
also included in the thesis. Considering the AAA Code of Ethics (1998) for anthropological 
researchers and the anonymity of the people I worked with, I will not use named to indicate the 
various dance schools. As stated in this Code, anthropologists must do “everything in their power to 
ensure that their research does not harm the safety, dignity, or privacy of the people with whom they 
work, conduct research, or perform other professional activities.” I was asked by many to make their 
contributions anonymous which led to me deciding to make all the gathered data anonymous because 
the thesis reveals a lot of jealousy, competition and rivalry in the world of folklore ballets in Hidalgo, 
Mexico.  In line with this discussion, it should also be mentioned that any visual material in both the 
thesis and the appendix has been randomly selected because it clarifies or exemplifies peoples‟ 
narratives and not because the specific person said it.        
 Literature research and observations at touristic sites was completes in order to get an idea of 
the performance sites where dance group show folklór dance. An ethical concern exists here in regards 
to the “issue of identity and representation,” (Sluka 2012) aiming at misunderstandings or 
misinterpretation of my findings. Due to the fact that I conducted research among several folkloristic 
dance groups, the outcomes will focus on their construction and production of authenticity. Perhaps 
other groups might do this in a different way. Focusing on the producers‟ perspective through different 
scenes of sociability information on the ways in which folklór is produced and perceived is revealed 
(Ginsburg 2002).         
 Establishing rapport – a sense of trust – is of great importance in ensuring that ethnographic 
research is successful and will at least partly determinate the validity of the data (Berreman 2012:162). 
Participant observation seems to be a relevant method in which to establish this rapport. DeWalt and 
DeWalt argue that participant observation is “a method in which a researcher takes part in the daily 
activities, rituals, interactions and events of a group of people as one of the means of learning the 
explicit and tacit aspects of their life routines and their culture,” (DeWalt and DeWalt 2011:1). 
Through participant observation I have built an extensive rapport with the members of the dance group 
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and various other (ex)members of dance groups. I am aware that I was not  able to participate in all 
scenes of sociability
7
  but here I observed and at times talked with the audience. Informal interviewing 
was used as a technique to talk to the people I worked with during participant observation. This form 
of interviewing resembles a “casual conversation among acquaintances which goal is to get out of the 
way of the participants and to let them talk,” (DeWalt and DeWalt 2011:137). Concerning the fact that 
I conducted this research in Mexico, I had to speak (fluently) Mexican Spanish. Here I state Mexican 
Spanish, because it has a recognizable dialect with specific words to express feelings. Therefore, some 
words used in the thesis are not translated but have to be glossed.   
 
Writing Ethnography 
 
All data gathered was written down in jot notes, field notes, a log and a personal diary.  Data obtained 
through participant observation and informal interviews was analyzed in vignettes, that realistically 
portray social situations (DeWalt and DeWalt 2011:197). This a part of an ethnographical style of 
writing. The ethnographic method enables the anthropologist to compare how people act to what the 
researcher sees and hears. Describing an abstract term as authenticity requires an ethnographic writing 
style that gives thick descriptions in order to signify a broadening of theoretical and social debates.
 Before heading on to a thorough description of the scenes of sociability and of the personal 
narratives of the people who move within the various scenes of sociability, an outline of the thesis is 
given. The first chapter will set the scene describing processes of pedagogy within a folklore ballet 
dance school. Here, focus will be on the curriculum of a Ballet Folklórico, rehearsals and the role of 
the teacher; the maestro. Chapter two will outline competition and rivalry among folklore dance 
groups at the geographical regional layer. Competition and rivalry are highly linked to a sense of 
belonging to the town or the country. The subsequent chapter is about cultural performance and the 
State; an idea of portraying ser Mexicano and the influence this idea has on creating the curriculum of 
folklore ballet schools whereby specific rules are created and schools often seem to depend on 
governments. Chapter four is about the guardians of authenticity, those authorities and institutions that 
create rules and have specific ideas about authenticity and their consistency with folklore ballets. This 
chapter outlines festivals and their guidelines from the students‟ and maestro’s views and implements 
information about the discourse of authenticity within today‟s world. The thesis concludes with a 
comparison of the various dimensions described in the previous chapters which show different 
contexts regarding how the notion of mexicanness and being Mexican is produced and has become 
visible through various personal narratives: folklore dance groups (students&maestros), governments, 
festivals, theaters and the cultural tourism industry. 
                                                          
7 Where performance could be within a cultural tourist setting, pedagogy within an institutionalized setting of for instance the school and 
groupness the lives, habits and feelings of the members of the dance group. 
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CHAPTER ONE | PEDAGOGY 
The Creation of a Ballet Folklórico 
 
It is nearly 6 PM when I approach the black iron fence of one of the folklore ballet dance schools in 
the city center of Pachuca. I see two older women already entering the building. I have not yet seen 
them at rehearsals, since most students‟ ages range from fourteen to twenty-five years. These women 
seem to be at least thirty-five years old, just like two of the groups‟ dancers who are always present at 
rehearsals but seemingly are an exception regarding the average age of the students. The 
announcement of a probable upcoming tour to Europe and Colombia seems to be a reason for many 
(ex) students to start taking classes again, including older dancers. As told by many participants, the 
fact that being part of a folkloristic dance group increases the opportunities to travel, whereas 
otherwise they would „just‟ have their everyday activities and obligations. Youngsters study at high 
school or university during the day and older people work at their jobs before heading to the dance 
school in the evenings. A woman told me she worked as an architect and rushes to the school three 
times a week to practice, while also maintaining her family.      
 Going up a few steps, I enter a room where guests are invited to sit down and lay eyes on a 
huge mural that portrays the folklore group‟s maestro. A wooden stool covered by a black pillow and 
some simple black chairs facing each other fill up the room that is divided by a small glass table which 
bears a little plant fill up the room. Wanting to enter the rehearsal room, I have to pass a woman who 
has been involved in the ballet since its foundation. Sitting behind her wooden desk, she is always 
busy handling administrative tasks or sewing costumes. Ever greeted in a respectful manner, addressed 
as doña, she smiles while students pass her to the dressing- and rehearsal rooms. Greeting the still 
stylish doña by following other students‟ example of kissing one of her cheeks, I am allowed to pass 
and enter the women‟s dressing room. “Are you also a bit lazy?,” one of the youngest members of the 
dance group asks me while throwing her bag at the wooden couch in one of the dressing rooms of the 
dance school. “Yes,” I have to admit her, after rushing to class and realizing I am late as I enter the 
building and hear the tune of the music used for the warming-up already pumping out of the speakers. 
After taking a couple of classes, I already have pain in every muscle that is being trained. Dancing 
folklór seems to be top-sport, yet most students seem to be doing this alongside their everyday routine. 
Girls who also rush in late quickly change their tight trousers into leggings and ballet shoes to start 
rehearsing. All try to incorporate their own stylistic features to distinguish themselves from the other 
girls, with some wear special accessories in their hair whilst others use certain colorful tops or jewelry. 
Many like to wear their hair in a braid, especially during the folkloristic part of the rehearsal because 
this is also done during performance as a way of showing how one traditionally ties one‟s hair. Most 
students see braids as something traditional and I have been told they felt like they were “rehearsing 
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dances in a more traditional way than the girls who are not wearing their hair in a braid.” The use of 
certain styles thus seems to be part of the production of authenticity.    
 After rehearsing, I sit down on one of the chairs to relax and chat with some parents who are 
there to pick up their children. A visibly proud mother greets her tired daughter. Students that are part 
of the ballet seem to come from all kinds of social layers of Mexican society. Though, parents who are 
part of middle and upper class layers of Mexican society are typically the ones who pick up their 
children from the ballet school. Talking with them reveals that most of the parents once were part of a 
folklore dance group and are now sending their children to follow in their footsteps. As a mother told 
me: “I would like my daughter to get some knowledge of her country, to learn about her roots, just as I 
did.”            
 While all the students leave the building, I am still focused on the huge painted mural opposite 
me. It has always caught my attention when entering the building, and often times, while  I sit at the 
dance school relaxing, writing or chatting, I wondered why this particular had been painted. The mural 
centers upon the folklore groups´ maestro who is dancing with a woman. They wear Jalisco costumes: 
a beautiful colorful dress and a black suit stitched with gold colored threads, completing the costume 
with a huge sombrero. Typical folklore tapping shoes are seen. Costumes that are used during 
performance can,  in a way, be seen as texts to be read and interpreted as an expression of expressing 
Mexican identity (Bowie 2007:71, Rostas 2009:104). This is not the only way in which the maestro is 
represented: he is also portrayed dancing the traditional Aztec dance Concheros and the Danza del 
Venado, of which evoke his history as a member of Mexico‟s most famous folklore group Ballet 
Folklório de México de Amalia Hernández. Yet another woman is seen, wearing a dress originating in 
Veracruz. Mexico´s history, Hidalgo´s tierra and some of the places the group went to on tour are 
portrayed. It is a very colorful mural, upon the eagle holding a serpent in its claws, the symbol used in 
the country‟s flag. In addition, to show that this dance school is situated in the State of Hidalgo, one of 
the most important cultural heritage sites of this state is painted: one of the Atlantean figures of Tula.  
Pachuca 
I am in Pachuca de Soto, popularly known as Pachuca, the capital of the State of Hidalgo, Mexico. 
The Federal District, which is situated some hundred kilometers away, has had its influence on this 
city that was once the center of mining within the State of Hidalgo. A mixture of modern and old 
buildings is what the visitor sees. Pachuca is the biggest city of the State of Hidalgo, which is situated 
in the Central Valley of Mexico. Big shopping malls containing Western goods for far too high prices 
are the main buildings that greet people when entering the city. Other huge buildings are scattered 
around town to celebrate weddings, baptisms and quinceañeras; the important celebrations held on a 
girl‟s fifteenth birthday. Again mountains are rising, surrounding the city and separating it from 
Hidalgo‟s other cities and villages. The mountains and the location within the Central Valley are the 
reasons behind the city‟s peculiar climate. Snow is followed by sunlight, sunlight by rainfall, rainfall 
P a g e  | 14 
 
by sunlight where after the wind blows again. It seems that Pachuca can have all seasons presenting 
themselves in one day.           
 Pachuca can be described as a city where the Federal District‟s influence is tangible. The city 
is expanding, planning to construct a national airport. Pachuca‟s main road, a highway that crosses the 
town inhabited by some five thousand people
8
, connects North to South and East to West. Entering the 
city from the Federal District, you are guided to the old city center. Once in a while, you walk into a 
church or a market where people sell fruits, vegetables and flowers all beautifully displayed, tamales 
or Hidalgo‟s typical meat dish barbacoa. Leaving the center by car, you follow bigger roads, where 
huge palm trees separate lanes. From 9:00 AM until 9:00 PM Pachuca is busy and people can be seen 
everywhere. Crossing the plaza, a variety of roads lead to various neighborhoods. Situated on one of 
them is the folklore ballet school with whom I participated in rehearsals. Several such schools are 
scattered around town, but this one claims to be representative of Hidalgo. When walking through 
town a hundred years ago, you would not have come across these various dance schools. Folklore 
ballets have not always existed and history shaped these ballets into what are said to be representative 
authentic dance groups of Mexico, in particular the State of Hidalgo. As Olga Nájera-Ramírez 
(2009:289) states, Mexican folklore dance is a cultural phenomenon that arose during the twentieth 
century throughout Mexico.  
Ballet Folklórico: A Special Type of Dance School 
 “Uno, dos, tres. Uno, dos, tres. No, no, así no. Mira9,” – the maestro shouts at the giggling student 
who raises her skirt and again repeats the steps he shows her. Shouting is the only way to speak to the 
students, because the volume of the sound system is so loud. “You are flirting with him; you are 
happy. Show it to your audience otherwise no one will be interested.” This was often said by the 
maestro during or after rehearsals when he thought students were not embodying one of Hidalgo‟s 
cultural values enough –being fun and able to celebrate. Folklore tunes containing a typical Mexican 
violin and trumpet guide the students‟ tapping feet. Facing the mirror, girls line up with boys dancing 
behind them, everyone smiles and lifts up their hands as the last tune of this song is heard. The 
maestro sighs and only the words „well… next‟ escape from his mouth, frowning. Students find their 
place in the room while music is already starting and the maestro shouts the name of the following 
dance and cuadro: “Jalisco – la Negra.” A few girls who have not yet attained the skill level needed 
to dance this baile, have to wait and do their best to practice the steps, while watching the more 
advanced girls perform them. Learning to dance, including knowledge of the dances‟ histories, is an 
important part of performing Mexico‟s folklore. Therefore, it is important to dedicate this section to 
processes of pedagogy and the way in which these processes contribute to the creation of a Ballet 
                                                          
8 See the Insituto Nacional de Estadística y Geografía 2010, Pachuca for more information: 
http://www3.inegi.org.mx/sistemas/mexicocifras/default.aspx?e=; the information in this website was retrieved from this website on May 
13th 2013. 
9 Free translation: “One, two, three. One, two, three. No, no, not like that. Look.” 
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Folklórico.          
 “Folklór is the expression of a village‟s culture: stories, music, dances, legends, oral history, 
proverbs, jokes, superstitions, customs and crafts,” – this is the description given by one of Hidalgo‟s 
Ballet Folklóricos
10
. The first official folklore ballet seen in Mexico was founded by Amalia 
Hernández, more than half a century ago. She was so successful, that the government of Mexico 
decided that her ballet could represent the country with its beautiful and high quality dances. Ballet 
Folklórico de México was born and immediately set an inspirational example for many other folklore 
ballets to follow (see chapter 3 to read more on this ballet). The term Ballet Folklórico reveals the 
connection between two dance types: classical ballet and Mexican regional folk dance (Nájera-
Ramírez 2009:279). Folklore ballet dance schools have become a place for the professionalization of 
folklore dance, establishing a network of various groups throughout the country. Mexico still has a lot 
of folklore dance groups that do not claim to be a folklore ballet, but many of the dancers I spoke to 
agree that the onstage presentations and  techniques are better with students who are taught folklore 
dance in a folklore ballet school. Learning to dance is part of the production of authenticity. As 
various maestros and students state, learning steps, movement and the history of the dances means 
“you are able to present an authentic dance11.” Students referred to feeling as if they embodied 
Mexican history when performing folklore dance and so were performing something authentic to 
Mexico. An idea of authenticity thus seems to be transmitted as well part of the curriculum of folklore 
ballet schools.  
The Curriculum of a Folklore Ballet School in Hidalgo 
As can be read in the introduction, a determining factor in the creation of a curriculum model for 
folklore dance schools was the event called Danzas Auténticas Mexicanas in 1937. To quote Ruth 
Hellier-Tinoco (2011:106): “The event comprised a series of performances in which fourteen groups 
of dancers and musicians from various regions of the country each represented a dance in the Palacio 
de Bellas Artes in Mexico City. Of great significance was the influence of these performances on the 
formation of the repertoire of Mexican folklore dance ensembles, including the Ballet Folklórico de 
México. The printed program stated: these dances allow us to feel, experience, and know our people, 
diverse, always young, enthusiastic and so beautiful.” The program stated „our people‟ and it is 
outstanding that the characteristics such „young‟, „enthusiastic‟ and „beautiful‟ are still named by 
students and maestro when talking about Mexican folklore dance.     
 The curriculum of many folklore ballets in Hidalgo consists of „jazz‟ which covers all kinds of 
dance types, ranging from ballet to rock „n‟ roll to waltz. Other dance types rehearsed in ballet schools 
are danzón (Cuba), cumbia (Columbia), tango (Argentina) and rock and roll (United States). Susan 
                                                          
10See this website for more information:  http://folkloremagisterial.blogspot.nl/2011/10/publicacion-uno.html; the information in this thesis 
was retrieved from this website on May 10th 2013. 
11 The people I worked with often referred to “un baile auténtico,” literally an authentic dance. 
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Cashion (2009:248) states that “after forty years of aesthetically stylized traditional regional folklore 
dances, the artistic directors and teachers of folklore ballet groups turned to the genre of Mexican 
social dance, the bailes de salon, to augment their repertoires.” After warming up and practicing 
certain dance techniques, folklore dance from Hidalgo and Mexico is practiced. Classes typically last 
two hours up to four hours, a reduction from decades past when they used to last at least five hours.  A 
decreasing amount of interest and times invested from students, funding issues, and the maestro‟s 
advanced age and coming up retirement are all reasons for this reduced rehearsal time.   
  The study material consists of dance steps and oral history telling. When students want to find 
out more about the histories of the dances, they can ask their maestro for explanation, consult books or 
search the internet. A striking difference was the implementation of Mexican child plays in Ballet 
Folklórico de México but not into rehearsals of ballets in Hidalgo, because maestros saw a lack of 
interest in these dances among youngsters and because these dances were hardly ever requested to be 
performed. All schools rehearse, dance and show a repertoire in their curriculum from all the States of 
Mexico because they claim to not only represent their State, but also their country. Susanna Rostas 
(2009:3) states that there is not just “one way of enacting. Each group has its own style, yet each group 
guards the forms of the dances and attempts to keep them as unchangeable as possible.” This is what 
students and maestros told me as well. There seems to be a certain amount of freedom to create, as can 
be read in chapter 4.         
 Authenticity seems to be produced through processes of pedagogy within a folklore ballet 
dance school through the curriculum, especially through the choreography –which implies knowledge 
of steps, movements, costumes and the history of the dances. One of the dances that shows this 
implementation of knowledge through various parts of the curriculum is the Danza del Ixtle, a dance 
from Hidalgo in which ropes are used as part of the choreography, where students are to embody 
Hidalgo‟s history that has its origin in one of the small villages throughout the state. In group 
formations, dancers have to make complicated figures with these ropes, where every tiny mistake is 
immediately discovered because the figure looses form. When students made a mistake with the ropes, 
I repeatedly asked why this mistake was so important, to which they stated “we have to do the dance 
all over again, because the figure was not right, it was not like the people dance in the village.” 
 When teaching a curriculum that includes various national and regional folklore dances, 
techniques and steps are practiced over and over again. Some days are scheduled to practice regional 
dances, others for national dances. All dances have various parts or cuadros. Veracruz with its cuadros 
danzon, la bamba and el zapatiado, and Jalisco with carretero, la negra and el jarabe tapatio. There 
is a paso de tres, literally “a step of three,” which a common step in dances from Hidalgo. Within 
folklore dance in Mexico, danzas are distinguished from bailes. Bailes prioritize couples where danzas 
utilize group formations, and  bailes are mostly dances for entertainment, while danzas have more 
religious or spiritual connotations (Huerta 2009:8). Danzas are also more traditional, finding their 
roots in indigenous traditions, while bailes more modern techniques and styles. The distinction 
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between these danzas and bailes is part of the curriculum dance schools teach, with the maestro 
shouting „Danza de Los Concheros’ when students are to dance individually, and „Baile de Veracruz’ 
when students are to search for a dance partner. Each dance is chosen because it represents various 
customs, ways of thinking and acting while dancing. Students shared with me that they pursue to 
dance folklore because they get to know the dances typical to each of the States of Mexico. Some 
ballets in Hidalgo are very clear about their objectives to their students. Calling upon young students 
to transmit la essencia of Mexican tradition of folklore, maestros find new students by drawing on the 
contacts they already have and, most of the time, finding dancers who have been dancing from their 
childhood onwards and are brought to the ballet by their parents so their children learn about Mexico‟s 
cultural history. Many of the students who started dancing as children, did not like folklore at the 
beginning because they felt it was „boring‟, but they started liking to dance when they made friends 
and saw the opportunities to travel with the dance group. A ballet is formed for young dancers and 
students, who seek to communicate the essence of Mexican folklore through dance and music that 
emphasizes their birth ground: la tierra de Hidalgo. Descriptions within the material used in the 
curriculum, such as which steps are performed, what costumes are worn and how to embody Mexico‟s 
history through dance have the effect of „fixing‟ the origins and meanings of dances, in that way 
developing a certain format of didactic and folkloristic publication that circulate in Mexico and abroad 
(Hellier-Tinoco 2011:138). The people who transmit the didactic materials of the curriculum are 
teachers who also are the schools‟ teachers and choreographers: the maestros. The next section will 
address their importance and role within folklore dance schools. 
A Maestro and his Students: Time to rehearse 
“No, no, no, you are doing it all wrong!,” shouts the maestro‟s voice, again trying to be louder than the 
folklore tunes pumping out of the speakers. “We will have to do it all over again,” he says, while some 
students who knew the steps cannot help but suppress a little laugh and a sigh of irritation. Yet three 
times in a row, the dance of the Boda en la Huesteca Hidalguense has to be practiced all over again 
because one of the dancers ended too quickly. Most Fridays were started off with rehearsing 
Concheros, one of the allegedly Pre-Hispanic dances the ballet performs. Every rehearsal the maestro 
has to improvise because the number of students varies every time, with only a minority of them 
present for all lessons and a disproportionately high number of women to men. The maestro leads and 
is the head of the group, in all senses of the words head and leader. Key figures in the history of 
Mexico‟s folklore ballets are the maestros, the teachers who not only teach their students Mexico‟s 
folklore but also seem to be the  ones responsible for obtaining invitations for the group to give a 
performance. Having the right contacts is important in this cultural niche, as can be read in chapter 4. 
Some maestros I worked with define folklore dance as a study that brings together the values of 
specific Mexican regions‟ culture. Maestros stated they felt incredibly rooted to the tierra of Hidalgo 
and so feel shared cultural identity with other people living in Hidalgo‟s villages, where folklore 
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dances from this region are said to originate. These values are also exclaimed and taught by the 
maestro, who continually interrupts rehearsals when students are not portraying that they are having 
fun or are celebrating.          
 A folklore ballet in Mexico thus depends on its maestro, who in most cases is a man but may 
also be a woman, as well as on the maestro’s students. Both seem to face certain responsibilities, 
where the maestro will always be the lead figure. The maestro has to be present all the time, dancing 
has to be his passion. All nights he is rehearsing with his students, optimizing his dances which he 
decided to incorporate into his repertoire (see chapter 4). During performances, he is representative of 
the group, sometimes even of the state or the country, and has to have confidence in his students that 
show what he taught. Not only is he a teacher, he is also a mental coach and monitors the interaction 
within the group.           
 The interaction within the group is embedded in certain narratives that are usually based on 
three important themes: how things should go, what is important, and who the heroes are. Tennekes 
(1995, in Verweel 2006) explains that these narratives define the symbolic order in the „why‟, „how‟ 
and „what‟ in describing those who belong and those who do not. Students seem to have these 
narratives and ideas on who belongs in the group –and who does not (see chapter 2). Also, the 
importance of the students‟ heroes in the creation of a feeling that bonds the group together may not be 
underestimated. Nearly all students and maestros referred to Ballet Folklórico de México de Amalia 
Hernández as their hero, their ultimate example of quality folklore dance. Having such a hero 
increases a feeling of that may strengthen the idea of belonging to the dance group because it means 
sharing a certain idea of what quality dancing is, something students strive for under the guidance of 
their maestro. Some maestros were part of this hero-like ballet and so seen as a good, quality teacher. 
The Maestro to indicate Folklore Groups’ Authenticity 
Maestros and students that are already part of dance groups for many years said that two types of 
maestros exist. Those who may have professional training obtained at a (dance) school, and others, 
called lyricas, who studied by observing folklore dances in villages. Maestros who seem to be most 
successful in terms of the quantity and quality of performances combine having achieved knowledge 
by studying at schools and in villages. Students believe that when a maestro has only studied at a 
school and not also in a village, he cannot be auténtico. Performance is perceived to be authentic based 
on the authenticity of the person who taught it: the maestro. Having insight in the maestro’s career 
thus seems to imply his credibility in teaching something seen as authentic Mexican folklore dance. 
This finding is echoed by Hellier-Tinoco (2011:68) and Feifan Xie (2011:149) who state that “the way 
in which the students are trained forms an indicator of the authenticity of folklór.” Also important are 
the maestro‟s perceptions on producing authenticity (Nájera-Ramírez 2009:290).  
 The members of a folklore group reveal the maestro’s cultural knowledge, or in some cases 
the lack of it (García 2009:231). As a folklore maestro states in García‟s investigation, his teaching 
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has taken three forms: “Teaching the actual dances, the cultural background of the dance, and building 
the community necessary to make the folklór experience a cultural art,” (García 2009:235). These 
three forms may be solid grounds for creating not only the actual performance, but also for shaping 
ideas and feelings within the group and perhaps for creating feelings of community beyond the group. 
Some dancers were part of Mexican folklore dance groups in the United States, explained they felt that 
they were representing Mexico sharing their authentic dance skills with American audiences, which 
included people of their „own‟ community: Mexicans residing in the United States. Assuming there 
exists something as authenticity that maestros say to represent within an abroad Mexico, automatically 
implies there is a discourse regarding to „in-authenticity‟, described by maestros as something that is 
not traditional or originating in Mexico‟s history. Maestros are the ones who guard folklore dance. 
Guardians of Folklore Dance 
Maestros with whom I have spoken feel very proud of what they are doing and most of them feel they 
are contributing to the preservation of Mexico‟s traditional culture. They define traditional cultural 
dances as “historically demarcated dances that they teach their students in a respectful way.” This 
respectful way, some said, means adjusting only few things and always respecting the dance‟s history. 
Being a maestro implies being dedicated to your career in such an amount that you are rehearsing five 
times a week, guiding students and preparing them for performances that will not only show them 
dancing, but also show your ability to teach. In this way, one of the maestros told me he was getting 
tired of the poor level of dancing within his group, but professed this might be a result of him getting 
older. At his age, he had guided countless cultural performances in Hidalgo, throughout Mexico and 
abroad. Many of these cultural performances can be seen when entering a school, most of the time the 
first thing one sees are framed letters of recommendation exposed on walls, which are obtained during 
performances within regional, national and international spheres, praising the school‟s curriculum and 
maestro.           
 At the same time, a folklore ballet would not exist without its actual performers: the students. 
Classes for youngsters and adolescents/adults, range in age from six until thirteen years old in the 
youngsters group and from fourteen to thirty-five years old in the adolescents/adults class. Some have 
just started dancing, while others may already have a history of learning and performing folklore 
dance up to fifteen years. Despite the vast difference in skill level amongst the students, most folklore 
ballet schools put all the students together. This implies that some students cannot be part of all dances 
during the rehearsals, because they would disturb the rehearsal. I participated in a couple of rehearsals 
as well and so experienced the role of the maestro and not only the interaction between him and the 
students, but also among the students themselves. These interactions among individuals give insights 
into why people are part of a dance group: to compete and to have a sense of belonging. These are two 
key themes that will be explored in the following chapter. 
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CHAPTER TWO | COMPETITION AND A SENSE OF BELONGING 
Are you from Hidalgo? 
 
A fiesta in a village means that the whole village is invited to drink, eat and dance. People dance in 
pairs or all together performing the basic steps of Hidalgo‟s folklore; one-two-three. When I entered  a 
party in Pachuca where all family members lives within villages surrounding the city, the village 
atmosphere of joviality and solidarity could be felt. “Please sit down, what would you like to eat? 
Here, tortillas, soup is coming. Would you like a quesadilla and some rice as well?,” a woman 
wearing an apron asks while a laughing man with a black mustache fills my glass with tequila. Music 
is blaring from speakers, interspersed with the musical game of a banda. Someone heard them playing 
on the street and decided it would be nice to have them perform at the party, so everyone put together 
some money. The band started playing. A little bit later the already hired mariachis started playing, 
provoking men and women to move their feet while dancing together. This case of a typical fiesta 
opens the second chapter of the thesis, because many folklore dances originating in Hidalgo – and also 
many dances around different states of Mexico, derive from common held fiestas in villages, such as 
weddings. Villages in Hidalgo, also called pueblos, are small villages which accommodate some fifty 
to a thousand people. Driving through Hidalgo‟s very diverse countryside, you encounter hundreds of 
these villages, in many of which a fiesta is ongoing. Here, in the villages of Hidalgo, lie the roots of 
folklór Hidalguense. Dances like the Boda en la Huasteca Hidalguense are still performed during 
weddings and many folklore dancers from Hidalgo told me they felt they were representing their roots 
from Hidalgo and its tierra as their feet rhythmically tap to the sound of the violin which is the 
instrument most used in this region‟s folklore.       
 The State is located in the Central Valley of Mexico, finding its history originating in Aztec 
civilization. This has influenced the presence of some Aztec dances which are referred to as 
indigenous dances, as part of the curriculum of Hidalgo‟s folklore dance schools. A ballet that is 
assigned to represent the State of Hidalgo on national performances, complements regional (folklór de 
Hidalgo) and national (folklór nacional) dances in their curriculum. This distinction often seems to be 
made, where the regional in this case signifies dances originating from Hidalgo and the national 
specifies dances originating from other States of Mexico. Typical dances from Hidalgo that are 
performed by the majority of folklore (ballet) groups in Hidalgo are  Danza de los Concheros, Valle de 
Mezquital, Hidalgo Cuna de la Charrería, la Sierra: Danza de los Arcos, Pachuca: Danza de los 
Mineros, la Huasteca Hidalguense, Boda en la Huesteca Hidalguense and Sones Huastecos de 
Hidalgo (see Appendix X). National dances incorporated into the curriculum might be Jalisco, 
Veracruz, Durango and Tabasco, and will be further discussed in chapter 3. One could argue that such 
a distinction in regional and national dances causes tensions in the interaction among students and 
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dance groups, because they represent different cultural practices ascribed to Hidalgo and Mexico. 
Here, interaction within the group and among groups causes not only competition but also rivalry. 
These feelings are connected to the production of authenticity because they hint at the existence of a 
certain framework connected to the idea of belonging to Hidalgo and the idea of an existence of 
something „in-authentic‟, something that is not traditional or originating in Hidalgo‟s history as 
already written in Chapter 1. This is outlined in the next section.  
Groupness: Competition and Rivalry 
Slightly hesitating, a seventeen year old girl born in one of Hidalgo‟s many villages puts her hands 
into the extended male hands and begins dancing with this young man who just entered the folklore 
group. Although all students move their feet while dancing in pairs during this rehearsal, at the same 
time all eyes seem to be on the new student. During all dances, the newcomer who is clearly skilled in 
folklore dance, faces difficulty in finding support within the already existing social structures of the 
dance group. The maestro tries to ignore the fact that the newcomer is treated in this way, and only 
enthusiastically guides the rehearsal. The fact that this maestro found it more important to be popular 
among his students and to maintain the already existing interaction in the group is a reoccurring 
process that seemed to be more important than trying to create inclusion of a newcomer into the 
group‟s social structure. Afterwards in the dressing room, girls started  chatting about the new student, 
who was praised for his dancing skills. The fact that he entered the group while also being part of 
another folklore group, made him a target of gossip. This way to treat the new member, was a way of 
what Eriksen (2002:68) describes as “boundary maintenance”. These boundaries cause a hierarchy in 
the group that is under pressure when an outsider enters the group. In the same way, a girl who entered 
another dance group was treated by her fellow female students. From out of the men‟s dressing room, 
loud voices could be heard that subsided when the newcomer entered to change his outfit into his 
everyday clothing. Visibly disappointed and a bit irritated, just some moments later the young man 
leaves the room and heads to his home to recover from the intense rehearsal. When going more often, 
opinions are adjusted a little bit, enabling the dancer to make some friends. The girls seem to be more 
willing to accept a male newcomer, because they like incorporating a skilled dancer into the group. 
However, among men, this directly provokes feelings that can be ascribed rather to rivalry than 
competition regarding feelings of jealousy and even envy among them, who feel that the new guy is 
“stealing their dance partners” and so feel threatened.      
 Rivalry seems to be the word that describes the interaction in the landscape of folklore dance 
groups in Hidalgo. As far as I am concerned, there is a difference between competition and rivalry. 
Competition has positive connotations, often including a game-like element of winning and 
improving. Often, students told me they felt they could learn from other dancers part of more famous 
groups within Mexico or groups at international festivals. They felt they were competing with them. 
Opposite rivalry is found, a more negative idea that implies feelings of jealousy and a game-like 
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element which involves the hope others will lose. Students many times claimed they were showing 
something much more authentic then other groups in Hidalgo, because others had a less authentic 
maestro; as a student said “a teacher with just a scholarly education and who had not studied in 
Hidalgo‟s villages.” Another reason had more personal connotations, namely that students did not like 
other students and – in some cases, even hated their colleagues in other groups. In rivalry, tensions 
between inclusion, exclusion and a sense of belonging are tightened. Envidio is the word Mexicans use 
to describe feelings of hate or jalousie and this word was often used when talking about rivalry among 
groups within Mexico. For instance, if you are a dancer who wants to dance within another ballet, 
dancers will make fun of you and fear that you will disturb the balance between the dance pairs. 
Plagiarism also creates feelings of envidio. One of the maestro’s was sued for plagiarism but could 
prove his right, noting that “folklore is for everyone, you cannot claim it.” Also within a dance group 
competition and sometimes even rivalry are palpable. Girls and boys are always checking out each 
others‟ skills and show off who is better –immediately implying the existence of a certain social 
hierarchy within the group.       
Hierarchy  
The existence of a competitive and rivalry component seems to imply the existence of a hierarchy not 
only within, but also among dance groups. This is also caused by the government, who state the 
existence of two representative folklore dance groups to their State on their website. Such an 
exclamation automatically seems to cause competition and rivalry for those who do or do not belong 
or are part of these two groups. The existence of a countless number of folklore dance groups also 
increases the existence of competition and rivalry. While packing out folklore skirts, I sit down at the 
white scratched floor of the rehearsal room next to a young woman with her hair tied in a braid. We 
were talking about an upcoming performance and when I asked her why they perform instead of other 
groups from Hidalgo, she said: „Well, there is a lot of difference in quality among dance groups. Our 
group belongs to one of the best groups of Hidalgo because our maestro teaches us folklore ánd ballet 
techniques. Therefore, our performances are more aesthetic than those of other groups. They are 
boring and lack the techniques‟. Talking to various maestros and students in Hidalgo, I found that 
Pachuca and Tulancingo host the most important schools in terms of quality and strength of dance. 
But, there are many low-level groups with less technique.     
 Whether or not consciously, hierarchy within a group is installed by the maestro, when for 
instance he chooses whom of the students is allowed to perform in Hidalgo or abroad. Excluding 
certain students of whom he argues not yet having reached enough skills to represent Mexico abroad, 
he causes a division within the group that might cause feelings of competition or rivalry, because they 
hint to the existence of differences in the level of dancing. When someone gets ill, he or she is 
replaced by another –according to the maestro – sufficiently skilled dancer. A couple of students 
always seem to be placed at the front row because they have a lot of experience.   
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 After one of the rehearsals I am on my way home and pass a local restaurant nearby the dance 
school, where I greet a couple of girls who have been part of the school for years and went on many 
tours throughout Latin America, the United Stated and Europe. All seem to chat and even better stated: 
they seem to discuss the latest gossip. After rehearsing –and also during class, you clearly see a 
division between students. Youngsters get together and help each other as do the older ones. There 
also seems to be a division between men and women as they cluster together in separate groups. These 
clusters are also stimulated by dance because many folklore dances – though having many dancers 
where dancing in pairs is required – have a lot of quadros of dances featuring just women or just men 
dancing. Dealing with differences within a group, for instance in age, gender, social class and 
personalities, will determine to a certain extent processes of inclusion and exclusion of ideas and 
individuals (Verweel 2006:11). Besides, diversity within and between dance groups might create, 
strengthen or even weaken feelings of competition, rivalry and belonging, feelings that might 
influence the production of authenticity because as is stated before, the production of authenticity 
implies a certain amount of embodying feelings of fun and the ability to celebrate. Having girls 
gossiping about each other and sometimes even fighting, one could argue that this hierarchy and 
distinction within the group creates a sense of respect but also rivalry. Youngsters who are about to be 
on the threshold of their first international tour are visibly excited and a bit nervous about this forecast. 
Besides, romances flourishing between boys and girls create a feeling of constantly having to flirt with 
another and to monitor whether your partner is not dancing and flirting with another person. Students 
told me that this had happened many times, at times causing major fights within the group. But 
overall, the competitive element seems to have the upper hand within dance groups.  
 As said, hierarchy among groups is often caused by a hierarchy in groups as stated by the 
government, which implies the existence stereotypes through a rank in aesthetics and techniques. 
Thomas Hylland Eriksen (2002:25) shows that such stereotypes „map‟ the social world and define 
boundaries of one‟s own group in relation to others. Stereotypes need not be true, and they do not 
necessarily give good descriptions of what people actually do. A „map‟ of stereotypes causes hierarchy 
among and within groups, which at times have severe consequences. A student told me that at one 
point two members of the group were fighting while performing in front of a huge audience and that 
he was just able to replace the fighting man and calm down the woman, having the audience think it 
was part of the act. At the same time, hierarchy may strengthen the interaction within a group because 
they share a feeling of being a team: „we are an equipo so we have to work together‟.   
 In the production of authenticity, competition and rivalry often find their roots in a certain 
sense of belonging to a State, which is further analyzed in the next section. Outside of Mexico the 
atmosphere of competition and rivalry changes, the hierarchal division shifts from groups within 
Hidalgo to national folklore groups from all over the world. Since audiences at these layers mostly are 
not familiar with Mexican folklore dance, dancers feel like embodying being Mexican and being from 
Hidalgo even more by wearing their costumes and performing their choreography. Dancers say rivalry 
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is not really felt here, but senses of belonging nevertheless strengthened their equipo, as a team abroad 
in the position of representing the Mexican country as a group.   
A Sense of Belonging  
“Are you from Hidalgo?,” – this question was often raised when I entered a dance school or talked to 
groups who came from Hidalgo and represented their region and Mexico on (inter)national festivals. 
Being from the Netherlands, I clearly was not from Hidalgo, which automatically implied certain 
exclusions from things which were key points of dancers from Hidalgo to present their State. This all 
has to do with reasons students have to be part of a folklore group, and competitive feelings that 
coincide with a certain sense of belonging. Being from Hidalgo is an advantage in performing the 
dances, as having me rehearsing the dances automatically drew a line to produce authentic folklore, 
because I did not had the roots in the tierra of Hidalgo.      
 After one of the rehearsals, one of the girls was selling trousers in the dressing room. One by 
one the young girls are, obviously exhausted, entering the dressing room to change into warmer outfits 
because Pachuca‟s cold night breeze is slightly freezing the air. While jackets are zipped and scarves 
cover necks, one of the girls takes advantage of all the girls being together manifesting their 
enthusiasm about the brightly colored pair of trousers she is wearing. Quickly, she writes down the 
names of the girls who are interested, because she apparently sells these pairs of trousers in various 
colors. In this way, the equipo of this folklore ballet in Pachuca is shrouded into the same outfits to 
rehearse, which presumably may strengthen their bonding as a group. Although the manner in which 
individuals make sense of shared experiences may create significant differences among them – often 
expressing themselves in competition or rivalry, the sharing of experiences works as a powerful force 
to enhance social ties. Even each recall of an experience ties a group together although the members 
may differ in their opinions about it (Verweel 2006:24). When these ties are strong, the production of 
authenticity is a process embodied not only by individuals but also ties the group together.  
El Hidalguense 
“Una flor que no se seca y que su aroma convence.  
Es mi querida Huasteca, esa Huasteca Hidalguense
12.” 
This is part of the lyric from a song that guides the dance of the Huasteca Hidalguense. While students 
all exclaim „Mi querida Huasteca, esa Huasteca Hidalguense’, their faces glow of pride and their 
enthusiastic smile is contagious, making me and the audience around me smile as well. Each 
performance contributes to define meanings attached to folklór dance and create a shared sense of 
belonging, shaping a notion of regionalism (and mexicanness) in national and international contexts 
(Hellier-Tinoco 2011:246). One student said “I am really passionate about dancing Mexican folklore 
                                                          
12 Free translation: “A flower does not dry and convinces her scent. It is my dear Huasteca, this Huasteca Hidalguense.” 
P a g e  | 25 
 
and I think it is one of the most beautiful dances at an international level, I really like the colors, 
expressions and emotions.” Many students implanted such comments into their talks, so there seems to 
exist a discourse of talking about what is authentic and what it means to embody Mexican folklore, 
that is part of the curriculum because the maestro also states these claims and students copy him. A 
student told  me “Dancing is my life, I love folklore because it enables me to represent the culture of 
my ancestors and my country, it is a real proud to represent my country, dancing for me is like flying 
with my feet,” where another said “When I am dancing my feet are making sounds together with the 
movements of my body, this is the highest form is portraying alegría and passion for dancing. To wear 
each one of the dresses makes me feel proud,” in where dance creates a experience of collective 
memory and identity, having students share the idea of all belonging to the group (Sánchez Jiménez 
2009:170). Social media such as Facebook are used by folklore dance groups to share pictures and 
sentences that express their ideas on folklore dancing, like “Dance is the expression of our deepest 
feelings, our reality, our life and our roots.” Such sentences often involves as sense of pride, which are 
also seen in the following part of the lyrics of the Hueasteca Hidalguense: 
“Pachuca la bella airosa de mi tierra capital,  
de quien yo vivo orgulloso por su rico mineral
13.”  
Carrying out the idea of being from Hidalgo thus goes via a discourse that covers visible aspects as 
costumes that are used and non-visible aspects like ones roots and place of birth which are  turned into 
something that a lot of maestros and students named „authentic‟. Also, the content of the lyrics is a 
way to carry out an identity Hidalguense. Producing something seen as authentic thus implies a certain 
amount of a sense of belonging to Hidalgo in order to be able to embody a folklore dance in the best 
possible way. Pedagogy, the curriculum and a sense of belonging are all part of the production of 
authenticity. The folklore ballets give people a chance to travel. The chance to travel and to see more 
of the world, meanwhile representing Mexico are reasons for many dancers to be connected to a ballet. 
By the same token, these possible chances cause a certain mechanism of inclusion or exclusion within 
the group, because some students are excluded from participating on tours. While being halfway the 
research, it was announced a tour was coming up to Europe within one of the groups. From that 
moment onwards more and more dancers started to come to classes again (almost double the amount 
of when I started). One of the people with whom I worked, said “I am not landlord of Hidalgo and 
Mexico is full of beautiful things, so I feel Mexican.” A lot of students shared this idea, especially the 
ones who already had performed abroad. ”You are not dancing alone, you are dancing in a team. 
When making a mistake, everyone will fail so you have to do it together when being onstage. You feel 
you are representing Mexico, everyone onstage is Mexican and this is what you show.” Students told 
me that folklore is communicated to audiences by rhythm, color and alegría. An article of a folklore 
                                                          
13 Free translation: “Pachuca the graceful beauty of my tierra’s capital, of where I life proud for its rich mineral.” 
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dance group from Hidalgo who went on a tour to Europe shows such an equipo looks like (Appendix 
VI). Speaking of belonging, folklore dancers who participate at national and international festivals 
may be seen as traveling team Mexico, one unified body, wearing a sports-style uniform with the 
name of the ensemble and the Mexican flag‟ (Hellier-Tinoco 2011:246). Folklore equipos seem to 
describe so much more than „just‟ being a team. It includes ideas of belonging, friendship, competition 
and sometimes envidio, but all seem to strive for the same goal: representing Mexico through folklore 
dance.  Even though you cannot be friends with all your group members, you are an equipo. The next 
chapter focuses on this idea of ser Mexicano. 
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CHAPTER THREE | CULTURAL PERFORMANCE AND THE STATE   
Performing ser Mexicano 
 
In 2012, Ballet Folklórico de México celebrated its sixtieth anniversary. Amalia Hernández founded 
this folklore ballet group that is now led by her grandson Salvador Lopez, and Viviane Basanta 
Hernández. The ballet started its career in 1952 setting a standard and example for nearly all Mexican 
folklore (ballet) groups. Amalia Hernández felt she had a „never ending quest to rescue the dancing 
tradition of Mexico, starting a series of presentations that credited her as the Cultural Representative of 
Mexico to the world at large‟ (see Appendix VIII for more information on this ballet). The flyer this 
ballet group uses to inform its audiences also gives information of how this ballet has been a great 
source for other groups: „Starting from the sixties, Amalia Hernández and the Ballet Folklórico de 
México have developed the choreographies for eighty ballets. The music, technical perfection, 
sophisticated wardrobe and original choreography, create this singular character of the Ballet.‟ As 
already stated in the thesis, the importance of celebrities as examples for groups contribute to the 
establishment of an idea of what is authentic folklore. John Mraz (2009:250) states that “the 
appearance of celebrities has become an important model for mexicanness.” Moreover, I will draw on 
the history of folklore ballets and the difference say to exist between folklore groups and folklore 
ballet groups. I also describe what are said to be most typical national dances, which is stated by most 
participant to be regarded as national dances and drawing on an exploration of dances performed by 
Ballet Folklórico de México which was repeatedly chosen as most representative to Mexico by the 
people I worked with. One of the key participants in the research, a young women of twenty-five years 
old, told me that dancing folklore is a skill since a lot of folklore dances are challenges, including 
dancing with a tray on your head and a bottle of wine in your hand. Others are religious dances, 
processions, festivals, weddings, parodies, and Pre-Hispanic cultures rituals. In the crucial period 
between 1920 and 1940, the post revolutionary era of nationalism, policy-making had to reunite the 
country. As Hellier-Tinoco (2011:26) clarifies: “Forging the Mexican nation and creation of a national 
identity, mexicanness involved a series of roughly assumptions and a set of symbols, icons, discourses 
and places connected to being Mexican.” Folklore ballets are part of this construction of a feeling of 
mexicanidad, of being Mexican. Precisely these ballets perform Mexico‟s history. Here, Eriksen 
(2002:110) states that national identities are constituted “in relation to others; who are not members of 
the nation.” This identity construction is called a play by the people I worked with, and maestros and 
students stated that “if the dancer does not know it is logical that he is going to convey the idea of 
folklore dance audience.” 
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National Cultural Performances  
I slowly walk towards the entrance of the old Aztec city of Teotihuacan. It is a Sunday morning and 
the old city begins to become crowded with Mexican visitors who do not have to pay and entrance fee 
for historical sites on this day of the week. Buying a ticket allows me and other non-Mexican tourists 
to enter. Passing the police officers who make sure non-Mexicans pay the entrance fee, I see a long 
lane with shops on both sides that sell souvenirs such as miniature pyramids and sombreros. In the 
distance, the Pyramid of the Sun covers the landscape that is dry and planted with nopales, cacti that 
are used in a dish throughout the Central Valley of Mexico. I am visiting the old city with one of the 
dance groups‟ student, and he taps on my shoulder to take my attention away from what the tourists 
are buying. He points ahead of us and afar I see a group of some twenty men and women dancing an 
Aztec folklore dance, barefoot, in the heat of the sun on a stone platform, to entertain the tourists. A 
mature woman of one of the families who has danced folklore for generations, advised me to visit 
Teotihuacan to see its beauty and the dance. She told me she performed at this historical site as well, 
and would never forget that particular performance. A fellow student forgot to bring her shoes so she 
lent hers to the girl, at that time not realizing the consequence of this act. She then had to dance 
barefoot on dusty pebbles heated by the sun. She ended the dance suffering from blisters. Luckily for 
the dancers nowadays, they do not dance on this dusty ground but on a stone platform. They wear 
costumes that the dancer who accompanies me describes as “traditional Aztec costumes,” existing of 
colorful dresses and skirts. Feathers adorn huge headdresses that vibrate when the dancers perform 
rapid turns and jumps. This performance seems to bring the historical site of Teotihuacan to life. In 
every State that I have been to the presence of Pre-Hispanic times is still visible, scattering numerous 
pyramids throughout Mexico‟s landscapes. Here, folklore is highly represented. It thus seems that 
folklore is not limited to cultural performances at theaters or festivals, but is also performed at 
historical sites. At various places that are visited by hundreds of tourists, such as the old Aztec city of 
Teotihuacan or the Mayan pyramids of Tulum, folklore is performed in its supposedly Pre-Hispanic 
form, dances that are part of national folklore dance. Maestros told me that the idea of nationalism and 
belonging to a nation is constructed through various dances originating in various States in Mexico 
(Eriksen 2002).           
 The program danced by Ballet Folklórico de México de Amalia Hernández, which is 
performed in Plaza de Bellas Artes in Mexico City and visited by many national and international 
tourists, shows various cuadros from these dances: los Matachines, Guerrero, la Revolución, Fiesta en 
Tlacotalpan (Veracruz), Danza de los Quetzales, Chiapas, Danza del Venado and always concludes 
with Fiesta en Jalisco. Some dances are used as a symbol of national identity (De La Torre 
Castellanos 2009:29). I have traveled to various touristic areas, among which Playa del Carmen was 
most important in terms of (inter) national mass tourism flows. This is special because the tour guides 
and tour operators in this part of Mexico offer tourists a lot of cultural tours visiting for instance 
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cultural heritage sites. There even exists a chain of theme parks that recreates pyramids and offers 
folklore dance spectacles during the night. One of these theme parks is called Xcaret.   
 The Voladores de Papantla, also called the Flying Men, originates in the State of Veracruz but 
since this dance is very spectacular, showing men jumping off a thirty meters high rotating pole, this is 
one of the popular „national‟ dances performed in Playa del Carmen and also in Xcaret. Xcaret states 
on their website: “In 2009, the Mexican cultural tradition of the Voladores de Papantla was inscribed 
in the Representative List of Intangible Cultural Heritage of Humanity by UNESCO
14,” (See 
Appendix III). Another statement on their website about Mexican traditional dances: “Mexican 
traditional dances at Xcaret ecological park are another great artistic representation of Mexico‟s 
culture. […] The intense music of Mexican folk dances preserves the choreography and meaning of 
ancient Maya traditions held by native people in Pre-Hispanic times
15.” While the scenery is 
historically inauthentic; a created park, the experience is referred to by tourists with whom I have 
spoken to as more traditional in aspects of performance that is being seen.   
 People of different ages I worked with and their audiences argued that the dance that 
represents Mexico is Jalisco, originating in Guadalajara. This is because of the iconography of the 
charro, the Mexican cowboy, and the costumes being used. Besides, Jalisco is always musically 
guided by mariachis, Mexico‟s iconographical musical style that involves a lot of trumpets and 
violins. This pillar of Mexican society is kept alive because it is so widely known not only in Mexico 
but also abroad (De La Torre Castellanos 2009:20). Additional to this information, UNESCO‟s 
inclusion of mariachi into its list of Intangible Cultural Heritage reveals the importance of this musical 
genre (see Appendix IV). Jalisco, together with its mariachis do not only welcome guests onstage, but 
also form part of everyday life as they are still hired when people celebrate. And in Mexico, almost 
everything seems to be a reason to party. Besides Jalisco, some informants told me that the dances 
pre-Hispanicos are typical national dances, also a regional sentiment in Hidalgo because of its Aztec 
dance Concheros. Many find these dances representative to Mexico because they signify the origins of 
Mexico even before the Spaniards came and conquered their land. Students dance for certain gods like 
the God of War, Fertility etcetera. One informant said: “For me, these dances are the key to Mexican 
folklore.” There thus seems to exist a hierarchy or certain dominance within the world of Mexican 
folklore dance, where maestros, students and audiences seem to have preferences on what to perform. 
This does not mean that a dance as Jalisco is seen as more authentic than an Aztec dance. The 
representational value is only part of indicating the dances‟ authenticity, emphasizing the importance 
of a representation of the past. Besides having a Mexican passport and the non-visible aspect of being 
Mexican that is carried by blood, the idea of mexicanness is embodied through national dances that 
have certain choreographies and costumes. Institutions and clients play a vast role in this process of 
                                                          
14 See the Xcaret website for more information about the theme park: http://www.xcaret.com/papantla-flying-men-mexico-culture-tours-
cancun-xcaret; the information in this thesis was retrieved from this website on May 27th 2013. 
15 See the Xcaret website for more information about the theme park: http://www.xcaret.com/mexican-traditional-dances-at-xcaret-night-
show-in-cancun-mexico; the information in this thesis was retrieved from this website on May 27th 2013. 
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preference and dominance of folklore performances, even in their iconography, as can be read in the 
upcoming section. 
Educational Aspects of Folklore Dance 
Cultural performances are created and produced. Production of these performances takes place during 
rehearsals and onstage and can be performed within various spheres, namely regional, national and 
international. Some decennia ago, governmental support to folklore ballets was much higher than it is 
nowadays. Older people argue that youngsters seem to have less respect for a lot of things, and 
therefore show less respect and interest to their own tradition and culture. Folklore lessons 
implemented within the curriculum at public schools are often only followed to complete a curriculum 
and not to start a professional dancing career. “There are people of my age, who think folklore dance 
is stupid and who prefer modern things.” A maestro stated: “There seems to be a crisis. The cultural 
values of Mexico seems to have declined, youngsters stop liking it. I would like to see a growing 
interest among them in their culture and realize more events that wake up the youngster‟s interest and 
love for Mexico‟s folklore dance.”        
 It is striking that seemingly only public schools have incorporated folklore in their curriculum 
and private schools have not, because students prefer modern dances of jazz. Youngsters seem to 
prefer football or jazz in their curriculum because this is known worldwide. Wealthy people usually 
like to see dances, but se dan pena; they are ashamed dancing these dances themselves, because many 
dances are associated with the indigenous people of Mexico, which mostly stand for poverty. Richer 
people want to distinguish themselves from not being poor and therefore frequently prefer modernity, 
because this signifies wealth to them. Though richer people are also part of a folklore group, they 
seem to feel very proud being Mexican and performing this. Youngsters in Pachuca seem to lose their 
interest in folklore, because of the influence of Mexico City (Distrito Federal) and the desire for a 
modern society. Here folklore dance is not considered modern. Folklore dance is often considered as 
something indigenous, something traditional, especially in Hidalgo, where dances with Aztec origins 
come from. Characteristics ascribed to traditional, indigenous culture seem to be out casted to be 
embodied by the younger generation who only want to see such a performance. Many young people 
seem to find it embarrassing to put on these outfits because it does not seem modern to them but rather 
traditional or indigenous. However, the existence of a countless number of folklore dance groups 
throughout Hidalgo (and Mexico) provokes the existence of at least enough interest in dancing 
folklore to have all these schools. Dancers explained to me they felt that being part of a folklore ballet 
group prepared them for a career in dance if they wanted to.     
 Thus, pedagogical institutions – not just folklore dance schools but also public and private 
schools – are of great importance when transmitting folklór. in 1921 with the foundation of the 
Secretaría de Educación Pública, the Secretary of Public Education, pedagogical frames were 
established that have influenced processes of shaping and producing performance. Since the 
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foundation of this institution, educational activities appeared to be fertile grounds to nurture feelings 
and ideas of mexicanidad; mexicanness. A repertoire of national dances was taught in all schools as an 
integral part of the nationalization process (Hellier-Tinoco 2011:150). Nowadays, most public schools 
offer their students the option of completing their curriculum with a course in folklore dance, but 
many private schools excluded this opportunity because of a growing interest in modern dances such 
as jazz. Rostas (2009:213) states that „building an individual identity instigated by the overall identity 
of mexicanidad, and identity that can be exhibited to others by means of dance‟.  
Economic Aspects of Folklore Dance 
Besides the educational aspects, economic aspects also exist within the world of Mexican folklore. 
Most of the time, being part of a folklore dance group means paying fees to the maestro to participate 
at rehearsals, paying most of the expenses that are linked to participation in tours. Because of these 
fees and the vast amount of time that has to be invested in being part of a folklore dance group, most 
dancers are still students at high schools or universities and most of these students‟ parents move in 
middle or upper class spheres. Students who have already finished their studies and are working, pay 
their fees with their own income and rush to class after work. One of the Ballets that does pay its 
dancers is Ballet Folklórico de México, the folklore group that is designated by the Mexican 
government to represent the country at national and international spheres. This ballet has various 
departments like national, international and theater and says to have the best dancers and musicians, 
employing over a hundred dancers coming from all over Mexico. Having use of the country‟s most 
important buildings for cultural performances, the Palacio de Bellas Artes in Mexico city, enables this 
dance group to earn a lot of money from (inter) national tourists who visit their shows. Many members 
of other ballets trusted me to say that if their ballets would pay them, they would immediately leave 
their jobs to go dancing. This is one of the reasons that there are not a lot people above the age of 
twenty-five in ballets, for they do not have time to practice this hobby because they have to support 
themselves and their families. Besides, reaching this age often means a decline of physical strength, 
another reason why this age category generally is not present at folklore ballet groups.   
 Many of the people I worked with who are ex-students of the folklore ballets have started their 
own dance schools, but most of them only have folklore as a minor part of their curriculum and mainly 
teach jazz and prepare for Mexico‟s quinceañeras. Quinceañeras, the birthdays of girls who turn into 
fifteen year olds, are a big happening in Mexico. Parents often take loans or sell some of their 
belonging to pay for their daughter‟s festivity, which includes a dance show. Since two-thirds of 
Mexico‟s civilization is aged below twenty-five, it may be clear that a lot of quinceañeras yet have to 
arrive, so this is big business for dancers. Besides having their own schools, some of them also teach 
at public and private schools.        
 Economically speaking, at present a lot of folklore ballets struggle and do not have enough 
money to take their students on tours. Some only stay regional, others are lucky enough to go national 
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and only a small part is able to travel internationally. The ballets give youngsters a chance to travel, 
although right now the government is not that supportive anymore as ten till twenty years ago when 
plane  tickets were being paid for and tours sponsored. Some groups do not travel because they have 
no money or no contacts. This is a problem of many folklore groups, because some of them do have a 
lot of quality but are unable to show this. There seems to exist an influence of political and touristic 
institutions in the decision-making process of what is performed. There is a lot of influence as far as 
sponsoring from the (local) government to support tours. Governments decide what happens, when 
they like culture they help. The importance of funding should not be underestimated, it may be one of 
the sources of the current existence of rivalry.       
 There is less and less interest among youngsters to dance folklore. They are too distract due to 
modern life and / or not enough strength to put on with the curriculum of the school (s). But as said, a 
lot draws back on money issues. Some decades ago, the government of Hidalgo had an idea that the 
world outside of its State had to familiarize with its traditions and therefore put a lot of money in ballet 
folklore groups to travel abroad and represent Hidalgo. But this has changed now. The government 
focuses on tourism flows inside of the State, because they already gained a certain amount of tourism 
and publicity. They are now focusing on better infrastructure and renovate certain touristic sites. One 
key element that is not only cited by dancers, but also by other Mexicans to whom I have spoken to, is 
the saying that has been outlined in the previous chapter: that Mexico is being carried in the blood and 
performed; made visible, through performing arts. This uncovers the idea that a lot of people are still 
proud of being Mexican, even though not all carry this out via dance. Still a vast amount of people is 
interested in performing Mexico‟s folklore. These people are proud to perform ser Mexicano.    
Performing ser Mexicano 
Eyes lighten up and hands and feet are used to express what is felt when talking about folklore. 
Transmitir and contager are words used to describe the goal of performing folklore; to contaminate 
and transmit folklore to the audiences. Even when someone‟s dance techniques are not very good, 
maestros told me that when the dancer smiles and brings along the audience with his or her 
enthusiasm, a lot more is signified than someone who has perfect footwork but does not contaminate 
the audience and does not portray alegría: which signifies being Mexican. Octavio Paz (1997:34) says 
that “todos pueden llegar a sentirse mexicanos,”; everyone is able to feel (like a) Mexican. This sense 
of belonging coincides with the Mexican saying “México se lleva en el sangre, la musica y el 
folklór
16
,” that was often said by many people I worked with. This saying has been said many times 
after explaining that the feeling of being Mexican seems to be una forma de ser
17
, something that is 
called la essencia; the essence. The people I worked with argue that the feeling of being Mexican 
seems the essence, which they refer to as something one carries from within, something original that 
                                                          
16 Free translation: “Mexico is carried in the blood, music and folklore.” 
17 Free translation: “A way of being.” 
P a g e  | 33 
 
thus may be connected to this inner core that is in one‟s blood. A maestro from one of the folklore 
dance groups that the government  has designated to represent Hidalgo, told me that “La essencia of 
Mexico is its people, its tradition and most the rooted culture like danzas and bailes.”  A couple of 
students argued that being abroad even made them feel more Mexican. Feeling Mexican and 
embodying this feeling through dance are some of the main reasons to feel proud of the fact that 
students are being part of a folklore dance group. These reasons may also justify the rising amount of 
students with the announcement of an international tour.     
 Each State within Mexico has its own folklore dances. Mexico has always danced. As far as 
roots can be traced to the Aztec and Mayan civilizations, dances were an important part of everyday 
life and ceremonial life. Although many events signed Mexico‟s history and formed the country in its 
current state of being, dances and dancing are still important. It hard to imagine a festivity without 
dancing and music. Dancers explained to me they were dancing because they wanted to perform ser 
Mexicano. In this way, a folklore dance school also has a social function that creates feelings of 
belonging (and inclusion/exclusion) to a group, a state and a country, with the general idea of the 
existence of an imagined community (Anderson 2006).  A lot of feelings are connected to being 
Mexican. These partly become visible through folklore dance, but are also emphasized during 
everyday life. Many of my dinners in Mexico were together with (ex)members of folklore groups ánd 
people who were not directly involved in this world of folklore. These people included music and 
dance in the same toke into their contact with family, friends and the community as the people who 
were involved in a folklore group. This reveals the importance of what is stated in the introduction by 
Octavio Paz: in Mexican society there is no health without contact, and this contact is strengthened 
through music and dance that both create a shared feeling of being Mexican. When I touched the 
theme of mexicanidad, everyone in the room seemed to have an opinion. One of the people I worked 
with always took his guitar to dinner, entertaining the dinner‟s attendees with Mexican guitar songs. 
When I asked him why he did this, he simply stated: “We Mexicans are always full of fun and feelings 
and we like to express this via music. When I sing a Mexican song and hear the sound of the guitar, I 
feel great. That is who we are.”        
 Heading to folklore dance again, I return to the mural that I encountered in one of Hidalgo‟s 
folklore schools. Here the head figures wear costumes of Jalisco and a mix of pre-Hispanic, regional 
and national dances if portrayed, as well as some places where the ballet has performed outside of 
Mexico. According to many informants, the dances that best represent Hidalgo seem to be: Huapango 
Hidalguense, because of its music, costumes and steps that are typical for the villages in Hidalgo. 
Boda Huesteca, which is still performed to celebrate weddings in some places. “To be Mexican is to 
be true to your country, to love your country is what is being showed at schools as well (so not only at 
folklore schools).” If dancers want to portray something authentic, they should know something about 
the history of the dances. Dancers have to portray something and this is only possible when they know 
what happened in the past. The person who tells these stories should be the maestro, this person 
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should explain it. I have talked to many students who state that a lot of dancers just copy what they 
see. A female student who danced besides working six days a week, was of the opinion that dancers 
who express themselves most, usually had good knowledge of the dances‟ history. Performing a 
feeling of being Mexican also lies in the curriculum of folklore schools, who produce a certain idea 
about folklore and about how to perform this to audiences; how to act, how to implement the country‟s 
history into dance. Not only do these curriculum shape the production that contributes to feeling 
Mexican, also clients –those who hire the folklore ballets to perform, play a role in this process. That 
role may certainly not be underestimated, as can be read in the following chapter. 
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CHAPTER FOUR | FESTIVALS AND THEIR GUIDELINES 
Guardians of Authenticity and International Considerations 
 
Walking towards the main hall that is situated within a small town in the South of the Netherlands, I 
think about the last couple of days that were filled with performances and festivities from folklore 
groups coming from all of the world. Groups varying from Congo to Thailand, Ukraine to Venezuela 
and Mexico to Israel, over twenty-five „teams‟ wearing outfits as if being sport teams, are invited to 
show off their culture and to familiarize the Dutch with their countries. Nearing the main hall where 
briefings were given and meals were served, I encounter all kinds of nationalities. Some of them are 
exchanging contact details and taking pictures while others are already preparing their performances 
that are put on stage later that night. Walking through the streets of the town, during seven days you 
will stumble over more than twenty-five nationalities, ready to represent their country and show off 
their culture while performing music and dance. The audience exists of many different people, with a 
variety in age. Festivities held at night to fraternize cultures are well attended. As I was a guide during 
two of these festivals, I can assure that „hectic‟ is the right word to describe the atmosphere behind the 
scenes. People are running around, wearing their most beautiful and carefully selected costumes which 
for them signify tradition and carry a huge value to represent their culture. Cultures were mixing and 
group members were glowing with pride when others asked them to be in a picture with them. “Hurry 
up! Audience is waiting. Three, two, one…!”        
 On this festival, a Mexican group from Hidalgo was honored to represent their country and 
State. Situated in one of Hidalgo‟s villages and starring youngsters from all kinds of small villages 
throughout the State they performed their culture by showing a combination of national and regional 
dances. Bounded to the festivals guidelines, with only half an hour performance time, some cuadros 
had to be left out. Performing la Danza de los Mineros, la Boda en la Hidalguense and finishing up 
each show with Jalisco, all shows were a great success. The folklore group of Mexico was one of the 
festivals‟ highlights and was loved by the audience, because their dances were “so much fun,” 
“showed strength,” “power,” and used “nice music and beautiful costumes.” The sombreros and 
dresses during the final dance, all together with the musicians performing mariachi and Hidalgo‟s 
violin music, completed Mexico‟s image as often portrayed in brochures and posters. Strong young 
men and beautiful young women, on the background supported by a variety of musicians, Mexico‟s 
feelings of nationalism are carried out through dance. Heavily sweating, dancers leave the stage, 
fulfilled with adrenaline and exclaiming to be proud of their performance. After drinking a lot of 
water, they quickly change their traditional costumes into a style of clothing of a folklore equipo that 
seems to be used by nearly all groups being on tour; this time yellow dyed skirts and jackets, printed 
with „Hidalgo, Mexico’, the group‟s name, name of the dancer and the Mexican flag, completing the 
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outfit with a black pair of trousers. Another performance could be checked off the list of international 
performance. 
Festivals and Their Guidelines 
As can be read before, there does seem to exist a preference or dominance in folklore dance. Besides 
competitive components, practical and economic considerations that seem to cause this preference or 
dominance (see chapter 2 and 3), this hierarchy also  seems to depend on the persons or institutions 
that hire the dance groups for instance on a festival. Performances chosen for festivals or shows in 
Hidalgo or Mexico may be different than the one‟s chosen for international festivals. Here, at least one 
dance from Hidalgo is chosen and furthermore some dances are chosen that represent other States.
 An important organization within the worldwide branch of folklore festivals is the 
International Council of Organizations of Folklore Festivals and Folk Art (C.I.O.F.F). This 
organization created its own guidelines for folklore groups who want to participate at their festivals. 
Most worldwide festivals have joined this organization. The organization has a definition of traditional 
programs performed onstage, they namely should „serve the cause of traditional culture the ensembles 
choose a style and a way of expression. C.I.O.F.F. wishes to define these styles of expression through 
song, music and dance as outlined: authentic; content is regional, costumes are authentic or faithfully 
constructed, music and dance are presented without arrangement.” (see Appendix XII) C.I.O.F.F. thus 
has a guideline to what makes a performance authentic. Performances many times are adjusted in 
order to match these guidelines, but this means maestros have to cut in their repertoire. This seems 
contradictory, because they ánd the festival state to present something authentic while both sides of 
this medal know performances they sell as authentic, are adjusted. Maestros told me that they are 
bound to certain time limits and therefore have to shorten their performances. Chris Goertzen 
(2010:100) argued something in line with this finding: “Traditions hearken back to pre-conquest or 
early colonial times but there are plenty of ingredients in apparel, movement, and especially sound that 
reach back no further than the nineteenth century, showing the actual youth and the barely 
acknowledged indigenous-Spanish hybridity of most dances.” Why do these sides place their 
performances as authentic with the explanation „true to history‟, preserving the traditional like 
guardians of authenticity? Many times, I have spoken to dancers about the Aztec dance Concheros, 
one of the dances performed in Hidalgo. Here, some students who knew more about the history of 
dances and were part of the ballet for many years, told me similar stories about the origins of the 
dance: “In the Concheros dance it is said that you dance for fertility, for certain Gods of the Aztecs. 
But how do we know which steps and costumes they used? Well, of course the steps are partly 
invented, because there was no video at that time to record dance. But anthropologists and 
archeologists have studied murals in temples and on historical sites and on that point, maestros started 
to invent the steps. But we have to believe the words and in this case the images of our ancestors. Such 
dances are an imagination.”        
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 C.I.O.F.F. also describes what makes a group authentic: “Playing authentic instruments 
faithfully reconstructed or in harmony with the folklore of the country, dance traditional regional 
dances, without any arrangement or choreography and wear authentic costumes or costumes that have 
been recreated as faithfully as possible. The group‟s intention is to perform folklore in the way is was 
transmitted,” (CIOFF Guidelines for International Festivals 2005:5, Appendix XI). Maestros of the 
folklore ballet groups with whom I worked, stated they had to fulfill these criteria when they wanted to 
participate at a festival. The idea of contribution to the maintenance of cultural identity and diversity 
that a folklore festival hopes to achieve, is based on a UNESCO Recommendation of 1989: “In 
accordance with the definition of the Convention of Safeguarding of the Intangible Cultural Heritage 
of UNESCO, a program will be considered as representing traditional culture its content comes from 
or is inspired by intangible cultural heritage, namely transmitted from generation to generation,” (see 
Appendix XI). This recommendation of UNESCO is, to a certain extent, part of the authenticity 
discourse of maestros as well. Maestros, in turn teach, teach their students about this cultural heritage. 
In line with this UNESCO statement, festivals connected to C.I.O.F.F. are embedded in a cultural 
context created by the organization. This cultural context states that “Taking into account its historical, 
cultural, social and economic environment each festival organizer will choose the expressions, the 
intervening parties, the partners and the activities in accordance with the objectives and the means of 
the festival.” The choice is in hands of the festivals and this seems striking, since folklore groups 
ought to know their folklore and how to represent their country best, because their aim is to represent 
the traditional, the authentic. Barbara Kirschenblatt-Gimblett (1998:66) states that festivals “re-enact, 
re-present, and re-create activities and places in a performance setting,” that is often designed for 
particular audiences. This seems to be the case in Mexican folklore dance, because the dances 
performed have to meet all requirements to perform on-stage at these festivals.   
 As already said, performances at festivals keep traditions alive, but may also renew and 
reinvent certain dance traditions (De La Torre Castallenos 2009:33). All these guidelines create a 
certain grid for folklore groups, even more for maestros who create and produce what is performed 
onstage. Therefore, it is also valuable to discuss the maestro’s freedom to create. Folklórico groups 
reinterpret and manipulate folklore to create a display of Mexican culture for public consumption 
(Nájera-Ramírez 2009:279). This is also claimed by García, who says that Ballet Folklórico dance 
groups offer prepackaged consumer versions of culture (García 2009:230). In Hidalgo, among the 
folklore groups I worked with, this seems to be true to a certain extent. But to what extent so maestros 
have an influence on the renewing and reinventions of these creations? 
A Maestro’s Freedom to Create  
One of the days I entered the school to talk to doña about the dances performed and the costumes 
used. When I came in, she sat behind her desk as she always does. Her dark eyes lit up when she saw 
me and a kind smile greeted me. I wondered what she was doing and I think she saw my expression, 
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immediately stating: “Please girl, sit down next to me. I am sewing some bells to the costumes used 
for the Concheros dance. Look, some of them broke down due to the strength with which the dancers 
perform.” We both laughed and I offered my help. Without saying a word, she started searching in the 
drawers of her wooden desk and she pulled out feathers in all kinds of colors, together with leather 
headbands. “Sew these feathers to the headbands. You will be making headdresses for the female 
Concheros dancers!” I smiled to show my gratitude but also wondered where to start. At that point, 
being halfway through the fieldwork period, I had seen a lot of Concheros dances and costumes and 
many were very colorful. Until then I had not succeeded to discover a pattern of colors which were 
always used in the headdresses in this dance, so I asked doña what colors to use. “Child, use your 
imagination. This is your creation. Do you really think we know what colors the Aztecs used in their 
headdresses? Of course not! We saw these inscriptions on temples, but they are now colorless so we 
have to use our imagination.” At that point, the maestro came in to ask doña to bring her some water 
during rehearsal. She immediately got up from her chair and started running towards the water 
dispenser. Seemingly exhausted, the maestro looked up at me, the anthropology student surrounded by 
colorful feathers, headbands and sewing material and started laughing, “Ay she put you to work, right. 
Great. Make something beautiful por favor.” I used the opportunity to ask him what colors he liked to 
use for these types of costumes and he said “I do not really care as long as it is good quality and very 
colorful. Niña this is one of the dances that gives us freedom to choose because well, no one really 
knows what the Aztecs used, right?” Doña brought the water and the maestro rushed back to his 
students. While sewing and talking, I remembered his words and I remained with wonder of the ease 
with which he and doña talked about adjusting costumes to their taste and ideas. Would this also be 
possible for other choreographies and costumes?       
 Authenticity comes from a creative quest that every human has, the best folklore groups in 
Mexico were created by people who dedicate themselves to distinguish themselves, to do something 
different. One young woman who had many years of experience and was a very skilled dancer was 
assigned by the maestro to teach classes when he was. According to her, the best folklore groups 
throughout Mexico have been created by people who were encouraged to do something different. 
Folklór is a traditional dance because it is transmitted from generation to generation, with certain 
steps, tap dance, various forms of dancing. But this does not influence the choreographer in the 
production stage.  She argued:  “Folklore is a type of traditional dance because it is transmitted from 
generation to generation; which steps, footwork, dance styles etcetera. But that does not influence a 
choreographer in his productions that are showed on-stage. One has a certain freedom to make his 
choreographies but always has to respect every style of dance, for instance the bearing of Veracruz, 
the position and strength of the dances. A long time ago, folklore was not escénico; it was not made to 
put on stage, but very boring. But when it got mixed with ballet and ballet folklórico was created, 
more studies were put on this type of dance. Here, greater skill and techniques were asked from 
dancers. So, you have to respect a couple of things, but the maestros also have the obligation to leave 
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their marks on their dances. That is why some of them are chosen to represent States or even, as Ballet 
Folklórico de México, the country.”        
 A folklore ballet in Pachuca which represents Hidalgo has its name because the government of 
Hidalgo decided that this maestros ballet may be representative for Hidalgo on (inter)national 
festivals, because of their high quality and the maestros experience in dance, together with the quality 
of the orchestra that performs onstage. However, there are also other ballets who claim to represent 
Hidalgo and go on international tours, stating to represent this State and Mexico. Which dances are 
being shown onstage depends on what the people want to see on stage (and the people could be 
governments, theaters, festival makers etcetera). It could be that a program has to be shortened and 
steps (cuadros) need to be cut out. There is also a difference between international and national 
performances regarding a maestros freedom to create, because traveling outside of Mexico most of the 
time implies traveling by plane, which implies a certain amount of luggage to be considered. 
According to Sánchez Jiménez, the State of Hidalgo has a „golden history‟ of teachers who were many 
times involved in politics and therefore could adjust the state‟s educational system as their own 
personal creations (Sánchez Jiménez 2009:171). I have already highlighted that the importance of a 
network is very important in this cultural niche of folklore, which his theory only seems to confirm. 
So, there are also practical considerations on what to show –also considered time. For example 
Concheros sometimes is hard to show outside of Mexico because of the heaviness of the outfits. 
Always part of the shows are Huapango Hidalguense from Hidalgo, Veracruz and Jalisco. It seems 
that ballets have the opportunity to give preferences of what they want to perform but the festivals 
have the final word in choosing performances. From the very beginning, the challenge for folklór 
maestros and dancers was “how to preserve Mexican folk dances and costumes while creating an 
entertaining show,” (Nájera-Ramírez 2009:280).  
La Danza de los Mineros 
Authenticity, the traditional, should always fit the dances. Mostly can be played with nuances in 
figures but always within the framework of the tradition of the dance. These nuances also have to be 
possible to be able to adjust the difficulty of some cuadros of the curriculum to the skill level of 
dancers. In Hidalgo, there seems to exist one dance that is created by Hidalgo‟s maestros. This is La 
Danza de Los Mineros, a dance to honor Hidalgo‟s past of mines. A good example of the amount of 
freedom to create or to invent is the dance seen as a contemporary folklore dance from Hidalgo: la 
Danza de los Mineros. “This is one of the most modern folklore dances. But it is still authentic and 
folklore, because mining is part of Mexican history, but it still exists. This dance is a representation of 
the mining. Folklore is history and history is incorporated, but yes this dance is invented, because of 
course minors are not dancing elegantly with their chisels while working.” All though this dance was 
invented in the light of Hidalgo‟s history, this was one of the dances used during festivals in Europe. 
One of the festivals had a theme, namely mining. Although the dance may not be authentic in the 
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traditional sense of the word, it was chosen because it connected to the festival‟s theme.  
 When talking to dancers who knew people that started their own dancing schools, they said 
that many of these were not really good and only make (bad) copies of dances that they have learned 
so far. In this way, you get a mixed up curriculum. When you conserve tradition, you are portraying 
something authentic: autentico. You may change clothing but with respect to the State it originated 
from. You may change color but you could never implement colors of the Dutch flag (e.g.). You will 
lose tradition when you interfere things that are not original to the State the dance originates from. 
You may improve; dancing more straight, elegant etc. Music may also be arranged but you have to 
guard folklore dance, you cannot interfere an electric guitar for instance. There are certain rules for 
dances to be autentico like the paso de tres. The maestro is partly free to create his own dances and 
repertoire, but this may influence the authenticity of dance considering the dances‟ histories. There is 
space for adjustment but always with respect to dance and history. In such, the maestro is what I call a 
guardian of authenticity, because he produces, creates and thereby guards the traditional, referred to by 
the people I worked with as the authentic. Besides the maestro, there are also other institutions at stake 
that seem to monitor authenticity. 
Other Guardians of Authenticity 
The field of what can be seen as authentic seems to have various dimensions: people have vast ideas 
about what is authentic, but at the same time there exists some freedom to adjust. And this hás to exist, 
because otherwise festivals could not house so many groups. But, from the dimension where 
authenticity is produced, there are some rules. The name of the event with which Mexico‟s history of 
folklore ballet dance groups started, indicates the central issue to shape notions of authenticity in terms 
of performance practices and feelings of nationalism: Danzas Auténticas Mexicanas. All the 
performers were drawn from villages and towns in diverse parts of Mexico, enabling the dance 
practices, the artifacts and the bodies of the dancers to be formulated as authentic (Hellier-Tinoco 
2011:107). The historical ground of Teotihucan, an important city in the Aztec empire long before the 
Spaniards concerned Mexico, is the stage for the performance the Aztec dance Concheros (see chapter 
3). As are pyramids, so are these performances scattered throughout Mexico‟s scenery. Notions of 
fluidity, invention, and construction are fundamental to an understanding of the processes at work by 
governments, with most courses of action encompassing the authenticating or traditionalizing of 
products (Hobsbawn&Ranger 1983 in Hellier-Tinoco 2011:35). Tourism boards, theaters and (public 
and private) schools also contribute to the preservation of tradition in this niche of folklore dance, 
because they decide what dances to teach or show and what dances to exclude. When a maestro has 
contacts in these spheres, his folklore dance group is probably more quickly invited to dance on 
touristic occasions than maestros who do not have these connections. Tourism boards are of 
importance as „guardians‟ as well because they often are connected to cultural heritage to which 
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tourists travel and these cultural heritages are seen as authentic and they are the ones that eventually 
sell the image of mexicanidad (see Appendix I).  
Promoting the Image of Mexicanidad  
Dancers check how their performance is perceived by means of applause of the audience. Folklore 
dance is communicated with audiences through literature, talking, dancing and internet. As stated 
before, internet seems to be more and more important in promoting the image of mexicanidad. Social 
media is used to communicate what Mexican folklore dance is about. On Facebook-page of a 
randomly chosen folklore dance group from Hidalgo, I quote: “The rhythm of the heart, the color of 
the costumes, the beauty and the strength that the dancer projects onstage joyfully show the world our 
love to Mexico,” (see Appendix IV).        
 Also, there is the promotional material that is being used to announce performances. These are 
most of the time colorful flyers. Most groups use Facebook as a way to communicate their goals as a 
group, where they put pictures and videos of their dances. “You cannot leave the autenticidad of the 
steps, because these signify tradition.” Transmitir and contager are words used to describe the goal of 
performing folklore dance; to contaminate and transmit this type of dance to the audiences. A mature 
female of one of the families that has danced for generations, told me “when you are contaminating 
your audience with fun and joy, you are showing that you are Mexican.” This is idea, that the people I 
worked with often referred to as “being authentic Mexican,” is taught by maestros; a sense of 
promoting, acting and performing something that portrays Mexico‟s history. Although perceptions 
vary, all have the same goal: presenting the idea of ser Mexicano. Image building, iconography and 
how to promote culture are part of this sense making process. Groups are being used as a resource for 
tourist propaganda by the hegemonic powers (Rostas 2009:206) and send of abroad to represent 
Mexico as a folklore dance equipo.       
 Overseas there are Mexican communities in which folklore is danced as part of portraying to 
be Mexican, where Jalisco is the most popular form. One of the ballets had many tours to the United 
States. They did not only perform, but also gave folklore dance classes in the United States, especially 
to children of Mexicans living abroad. They stated to do this “to teach them Mexico‟s culture.” What 
is being generally known in the academic world among authenticity in today‟s globalised world is a 
form of endless fluidity, flexibility and changeability. Authenticity is not fixed but changes over 
time. Performing arts have become commoditized as a result of tourism, shortening performance and 
varying them to make it more appealing to tourists (Cole 2008). But, when focusing on the production 
of authenticity in the landscape of folklore dance, it is surprising to encounter guidelines and 
seemingly similar ideas of what should be authentic.       
 Printed programs that guide audiences in their perception and interpretation of the 
performance also contribute to the promotion of mexicanness printed (Hellier-Tinoco 2011:101). To 
get an impression of how such prints look like, a couple of them can be found in the Appendix (see 
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Appendix V, VII, X and XI). As said in the introduction, authenticity and mexicanness are 
interconnected via embodiment, persons and place of birth; that is also shown at promotional material. 
Many flyers from Hidalgo also portray dances from this region, because that is named most 
representative by students, maestros and their audiences. On national level, mostly Jalisco or Veracruz 
are portrayed, viewed as two of the most known dances and portrayed as such on flyers. Festivals also 
contribute to creating an image of folklore dance groups and of the tradition(s) they represent. They 
explain to their visitors what they are going to see, also a way to make performances more attractive 
and to sell their entrance tickets. This is one of the texts used: “This dance group takes your breath 
away when you get to know the traditions, customs and cultural diversity of Mexico via a journey 
through the cultural heritage of the country. During the cheerful, energetic dances men gallant with all 
strength to the women, while women use their charms and swirling skirts. A mesmerizing, colorful 
happening where temptation, passion, energy and at times some humor, but above prevails all a lot of 
fun
18.” Here, to describe ideas in the discourse of authenticity, the same words are used by the festival 
as the ones that are used by dancers and maestros.        
 How all different dimensions described in the previous chapters interfere, can be read in the 
conclusion. 
 
 
 
 
 
 
 
 
 
 
 
 
                                                          
18 See the following website for more information about this Dutch folklore festival: http://paradebrunssum.nl/Deelnemers/; the information 
in this thesis was retrieved from this website on June 7th 2013. 
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CONCLUSION  
 
This research attempted to find out more about the production and refraction of authenticity for 
various members of folklore ballet groups by answering the research question: “How is authenticity 
produced and refracted through cultural performance by folklore ballets in Hidalgo, Mexico?” From 
various contexts we saw that mexicanness and the idea of ser Mexicano is produced through folklore 
dance which is performed at regional, national and international levels. As can be read in the 
introduction of the research, I have studied these levels via scenes of sociability. Each chapter was 
dedicated to another level, another dimension, and the conclusion will now compare these dimensions 
that all together aim to answer the research question. As I specified in the introduction, with this 
research I wanted to find out how authenticity is produced in the world of Hidalgo‟s folklore dances. 
The exploration of the personal narratives of maestros and students in Hidalgo, has lead to several 
conclusions which are connected to the various dimensions in the discourse of authenticity within 
anthropology that this research has shown.      
 Authenticity is a word that conveys many connotations in today‟s world of folklore dance. It 
seems to bring in „the big money‟ and is therefore used as a marketing tool to sell tickets to 
performances of theater shows and festivals. Authenticity, as I have researched it in the context of 
ballet folklore groups in Hidalgo comprises a number of different things, like the content of the 
curriculum, the costumes, music, the training of the teacher and so on. As a result of having such a 
compression, dancers, maestros, audiences and institutions who participate at the world of folklore 
dance have ideas of el auténtico; the authentic – whether this vision comes from their opinion or is 
taught. It appears to be taught but is so embedded in the discourse  of authenticity used to sell and to 
talk about folklore dance, that it seems natural and the only truth to the people I worked with. 
Underlying what they proclaimed, I saw many layers in the production of the „authentic‟ that is done 
for various goals, because I was able to move through various scenes of sociability: pedagogy, 
performance and groupness. The art, institutions, and people were the parameters to uncover  how 
people produce and perceive folklór dance within these various scenes of sociability (Novak 
1995:181). The research findings seem to suggest that on one side dancers and maestros – the actual 
producers of folklore dance  – want to carry out mexicanness and „just‟ want to do what they love: to 
dance, to do this “that makes their bodies vibrate” and “creates a sense of happiness.” But on the other 
side, folklore dance groups have to meet institutions‟ demands in creating something authentic. All 
this starts with the creation of the folklore ballet dance school‟s curriculum.  
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Folklore Ballet Dance Schools 
Here, the art is the dances that were taught. The institutions are the folklore ballet dance schools in 
Pachuca and villages in Hidalgo and the people involved maestros and their students. The curriculum 
consists of regional and national presentations and a maestro has to teach his students not only steps 
and choreographies, but also history of the dances to let his students express themselves in feelings of 
ser Mexicano and to represent Mexico‟s folklore dances onstage. The mural, described in the first 
chapter, that centers the folklore dance group‟s maestro who is dancing with a woman, leads to a 
consideration of how the idea of being from Hidalgo and ser Mexicano is presented in an image. The 
first official folklore ballet seen in Mexico who started these images to circulate throughout the 
Mexico‟s States was founded by Amalia Hernández, more than half a century ago. This ballet is seen 
as an inspiration, a hero and held an example by nearly all folklore ballet groups in Hidalgo with 
whom I worked. Students referred to a feeling that they embodied Mexican history when dancing 
folklore and so performing something authentic to Mexico. An idea of authenticity thus seems to be 
transmitted as well and part of the curriculum of folklore ballet schools. The curriculum of many 
folklore ballets in Hidalgo consists of folklore dance and „jazz‟ which covers all kinds of dance types, 
ranging from ballet to rock „n‟ roll to waltz. Other dance types rehearsed in ballet schools are danzón 
(Cuba), cumbia (Columbia), tango (Argentina) and rock and roll (United States). Rostas (2009:3) 
states that there is not just “one way of enacting. Each group has its own style, yet each group guards 
the forms of the dances and attempts to keep them as unchangeable as possible”, which can be 
connected to the narrative various maestros and students have, that “folklore dance groups should 
leave a mark to their dances”. Authenticity seems to be produced through processes of pedagogy 
within a folklore ballet dance school through the curriculum, especially through the choreography –
which implies knowledge of steps, movements, costumes and the history of the dances.  A ballet is 
formed for young dancers and students, who proclaim to communicate the essence of Mexican 
folklore through dance and music, emphasizing their birth ground: la tierra de Hidalgo. 
Hidalgo’s Landscape of Folklore Dance 
Another dimension focused on Hidalgo‟s landscape of folklore dance. The art is described by the 
institutions, folklore dance schools and theaters, as regional dances: dances that find its history in the 
State of Hidalgo. The main folklore ballet dance group with whom I worked had various performances 
in Hidalgo during the fieldwork period, where they performed only dances of the regional curriculum. 
These dances were referred to as true to Hidalgo‟s history, the history of the villages, that showed 
authentic Hidalgo. In this thesis, following the thoughts of the people I worked with, I have 
demonstrated that carrying out the idea of being from Hidalgo is articulated via a discourse of 
authenticity that covers visible aspects such as costumes that are used and non-visible aspects like 
ones roots and place of birth. Flyers and the curriculum of a dance school turn these non-visible 
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aspects into something that is seen as authentic folklore dance. Looking at lyrics of music that 
accompanies choreographies like the often performed Hidalguense, a sense of belonging to the State 
and its capital is connected to the music (see chapter 2). Hidalgo and its folklore dances are 
inseparable from fiestas that form part of daily life in this State. In the production of authenticity, 
competition and rivalry often find their roots in a certain sense of belonging to a State, summarized via 
another dimension in the next section. The existence of a competitive component seems to imply the 
existence of a hierarchy not only within, but also amongst dance groups.  
“I dance because I am Mexican, and I am Mexican because I dance” 
Throughout the course of this analysis, the idea or ser Mexicano as described in the above sentence 
seems to strengthen positive feelings within the group that create friendships, because they all strive 
for the same goal, as a team. Besides having a Mexican passport and the non-visible aspect of being 
Mexican that is carried by blood, the idea of mexicanness is embodied through national dances that 
have certain choreographies and costumes. Pedagogical institutions are thus of great importance when 
transmitting folklór. Many maestros and students told me that the feeling of being Mexican seems to 
be a way of being, la essencia; the essence. La essencia is something one carries from within, 
something original that thus may be connected to this inner core that is in one‟s blood. “La essencia de 
Mexico are its people, its tradition and most the rooted culture like danzas and bailes.” Even if the 
scenery is historically inauthentic – like a created theme park as Xcaret – the experience of the 
performed show is referred to by tourists and dancers with whom I spoke as more traditional. Dances 
from all other States of Mexico cover the art on Novack‟s parameter. Institutions such as schools and 
theaters offer performance at the national level. Peoples‟ narratives on authenticity production within 
this dimension derive from students, maestros and their audiences. Costumes help the authenticity of 
the dances, because they make dances look more true to history, even if performed at historically 
inauthentic sites. As a result of having such an idea of la essencia that is carried out via folklore dance, 
Mexico‟s history is being (re-) produced and imagined. 
Imagining Mexico’s history 
Dances from Mexico are the art that is performed at institutions such as international festivals and 
theaters, by students who are viewed by audiences. As Yamashita (2004:38) argues: “Dance 
performances are a way in which visitors consume other cultures, a device for authenticity.” 
Performing ser Mexicano is guided by institutions and festivals, who even created guidelines on ideas 
of what is authentic and are the ones positioned to choose who is going to perform. This has 
consequences for a maestro’s freedom to create and for his artistic production of choreographies and 
costumes. The folklore dance equipos that represent the maestro’s creativity are the ones who literally 
wear the ideas about authenticity visibly in their performances. Also, the role and significance of 
promotional material within the process of creating what is authentic may not be underestimated 
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because these intend to show a representative image of Mexico that is usually felt to be authentic, the 
traditional. MacCannell (1973), Feifan Xie (2011), Bruner (2005), Harkin (1955) and other authors 
state that in many forms, authenticity is difficult to define, changeable and dynamic, having a fluid 
character. The dynamic and fluid character of authenticity can be seen in the use of dance steps, music, 
and cultural expressions, which all shape perceptions of authenticity for dancers who participate at the 
world of folklore dance –in Mexico and abroad. There seems to be a whole market system underlying 
the world of folklore dance that is related to the cultural tourism industry, because most of the time 
audiences consist of tourists who are willing to pay to be entertained. Some teachers informed me that 
their folklore dance groups received governmental funding, because they were contributing to the 
tourism promotion of a region. It is therefore relevant to know the aims of this niche and to 
contextualize the institution and economic sides of my findings, because performing authentic 
mexicanness is being sold for tourist money. Mexican identity seems to be turned into performance 
and business which uses a discourse of authenticity to sell performances. Here, it has been shown how 
engagement with the tourism industry enables folklore ballet dance groups to travel and to perform. 
Cultural tourism namely results in performances becoming commoditized as „products‟, like having to 
pay an entrance fee to see a historical site of a folklore dance (Cole 2007:945).   
 As can be seen from the aforementioned cases in this research, there are also practical 
considerations; the time frame which groups are allowed to perform in and the weight of suitcases they 
may take on a plane when traveling abroad. Many costumes of Mexican folklore dances are very 
heavy, for instance the costumes of Concheros and the women‟s dresses of Jalisco and Veracruz. 
Additionally, instruments may be too heavy or too big. Veracruz traditionally needs a harp in its 
orchestra, but this instrument is rarely taken abroad due to practical considerations. Jalisco normally 
goes with a complete mariachi orchestra, but there it not enough money to take a group of musicians 
that large. These parts are adjusted. However, it remains likely, that groups want to represent 
something authentic, but are aware they have to tinker with their dances, even if they do not want to. 
They are forced to if they want to perform. Forced by festival organizations such as C.I.O.F.F. And 
who blames such an organization for creating such rules? Some rules have to exist, as you cannot 
guide over twenty groups per festival. It remains interesting; these festivals aim to show something 
authentic yet they have rules on how this authenticity should appear, but, as one of the dancers said: 
“If these organizations really would like to show something authentic, they would not put any rules 
like life music and cutting performance time. Because they perfectly know that they are making it less-
authentic.” Perhaps this consciousness makes them feel they have to create a set of rules to „prove‟ to 
their audiences that they will see something authentic. In the words of one of the maestro’s I have 
spoken to: “We, as dance groups, adapt to what is in our power to represent the best image of 
Mexico.” 
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Summarizing Ideas on the Production of Authenticity in Hidalgo’s Folklore Dance 
Folklore ballets in the State of Hidalgo thus seem to produce authenticity via cultural performance of 
Mexican folklore, which appears to be divided in regional and national folklore dances. Cultural 
performances and their study are embedded in various ideas within a discourse of authenticity. These 
ideas on what should be seen as authentic are communicated to diverse audiences on regional, national 
and international stages. The maestro teaches the dances that are later performed. To conclude, he is 
the person who, to begin with, has to be authentic in the training he followed. To the people I worked 
with, this meant that preferably he had studied at a dance school and in local villages. When a maestro 
is described as authentic, he is deemed to be able to teach this idea of authenticity to his students. 
Maestros and students claimed that authentic dances are bailes and danzas that are true to Mexican 
history. Various authors also argue that the maestros’ training is an indication of the authenticity of 
folklór (Hellier-Tinoco 2011, Nájera-Ramírez 2009). However, a few exceptions in folklore dances 
from Hidalgo show there is a space to create folklore dances, like the Danza de los Mineros and the 
Aztec Concheros dance. These creations and adjustments of existing dances are driven by personal 
style; of a maestro and by practical and economic considerations. A maestro should leave his mark on 
his dances in order to rise and set a name for his ballet in the competitive hierarchal landscape of 
folklore dance groups in Hidalgo. As a result of this landscape of a countless number of folklore ballet 
groups scattered throughout Pachuca and the villages in Hidalgo and the economic aspects that plague 
today‟s folklore schools, competitive feelings and a hierarchy exists among folklore dance groups. 
 Alongside this are practical considerations, amongst others time limits that are put to 
performances by festivals, the amount of dancers and orchestra that may be brought to a performance 
and the weight of a suitcase to take on a plane. All this may result in adjustments to certain dances or 
in the costumes that are being used. Costumes, steps, cuadros and choreographies that ought to be 
used in such disappear of the agenda, depending on the geographical dimension at which is performed 
and the art, institutions and people involved here. Maestros do their best to stay true to the history of 
the dances while also leaving their own mark in style and performance, in addition to meeting 
festivals‟ requirements. The adjustment of certain dances can also be drawn back to economic aspects. 
Governments do not seem so willing to fund folklore ballets anymore, so many ballets have to pay for 
their own trips to festivals. In turn, festivals create guidelines that they hope will enable them to bring 
many folklore dance groups together in a festival. To summarize, all this merges in a discourse of 
authenticity, which often seems to be created in order to make money, to attract tourists and visitors to 
performances. It merges in a discourse of authenticity that is promoting the image of being Mexican; 
to be „fun‟, to show „strength‟ and to have daily fiestas.      
 In the course of my research I gained the impression that the bottom line for that the people I 
worked with is, that they “love to dance”. For them, the idea that they are performing mexicanness, the 
„real deal‟, the „authentic‟, and Mexico‟s history is so obvious that it has become part of their 
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narratives as dancers. It was usually felt that folklore dance is an art, and artists produce, create, and 
perform the maestros’ choreographic creations. Equally, students informed me that they “just want to 
dance”, “to have fun”, and “to make friends.”  They have dreams, want to start their own schools or 
become professional dancers in Mexico‟s famous Ballet Folklórico de México. Less skilled dancers 
dream to once participate at a performance in Mexico or abroad. All have their ideas about el folklór 
and its history that appear to underlie the discourse of authenticity within the world of folklore dance 
in Mexico. I hope my findings provide support for articulation theory and its approach to authenticity. 
When money can be earned from these performances, Mexican folklore dances will exist. 
Furthermore, if young people lose interest, there will always be older generation dancers who have 
children that they will encourage to dance, just like the way in which many of the young people 
nowadays end up in folklore dance schools. Moreover, it is likely that there will always be people who 
“love to dance” and so keep Mexican folklore dance alive.     
 Maestros and students, festivals, theaters and their audiences, all will guard that what is shown 
onstage carries ideas of mexicanness and something true to Mexican history. The production of 
authenticity will be refracted through all these narratives of Mexico‟s history. However, only the 
future will tell if the fluid character of authenticity retains this fluidity, or will be embedded in a 
tighter discourse of guidelines and guardians. I hope that future anthropological research will keep 
paying attention to this theme that is central in today‟s world of cultural performance and cultural 
tourism.  
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APPENDIX I 
What is Intangible Cultural Heritage?
19
 
The term „cultural heritage‟ has changed content considerably in recent decades, partially owing to the 
instruments developed by UNESCO. Cultural heritage does not end at monuments and collections of 
objects. It also includes traditions or living expressions inherited from our ancestors and passed on to 
our descendants, such as oral traditions, performing arts, social practices, rituals, festive 
events, knowledge and practices concerning nature and the universe or the knowledge and skills to 
produce traditional crafts. 
While fragile, intangible cultural heritage is an important factor in maintaining cultural diversity in the 
face of growing globalization. An understanding of the intangible cultural heritage of different 
communities helps with intercultural dialogue, and encourages mutual respect for other ways of life. 
The importance of intangible cultural heritage is not the cultural manifestation itself but rather the 
wealth of knowledge and skills that is transmitted through it from one generation to the next. The 
social and economic value of this transmission of knowledge is relevant for minority groups and for 
mainstream social groups within a State, and is as important for developing States as for developed 
ones. 
Intangible cultural heritage is: 
 Traditional, contemporary and living at the same time: intangible cultural heritage does not only 
represent inherited traditions from the past but also contemporary rural and urban practices in which 
diverse cultural groups take part; 
 Inclusive: we may share expressions of intangible cultural heritage that are similar to those practiced 
by others. Whether they are from the neighboring village, from a city on the opposite side of the 
world, or have been adapted by peoples who have migrated and settled in a different region, they all 
are intangible cultural heritage: they have been passed from one generation to another, have evolved in 
response to their environments and they contribute to giving us a sense of identity and continuity, 
providing a link from our past, through the present, and into our future. Intangible cultural heritage 
does not give rise to questions of whether or not certain practices are specific to a culture. It 
contributes to social cohesion, encouraging a sense of identity and responsibility which helps 
individuals to feel part of one or different communities and to feel part of society at large; 
 Representative: intangible cultural heritage is not merely valued as a cultural good, on a comparative 
basis, for its exclusivity or its exceptional value. It thrives on its basis in communities and depends on 
those whose knowledge of traditions, skills and customs are passed on to the rest of the community, 
from generation to generation, or to other communities; 
 Community-based: intangible cultural heritage can only be heritage when it is recognized as such by 
the communities, groups or individuals that create, maintain and transmit it – without their 
recognition, nobody else can decide for them that a given expression or practice is their heritage. 
 
 
 
 
 
 
 
                                                          
19 See the following website for more information: http://www.unesco.org/culture/ich/index.php?lg=en&pg=00002; the information in this 
thesis was retrieved from this website on May 26th 2013. 
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APPENDIX II 
Ritual ceremony of the Voladores
20
 
Inscribed in 2009 (4.COM) on the Representative List of the Intangible Cultural Heritage of Humanity 
Country(ies): Mexico 
Description 
The ritual ceremony of the Voladores („flying men‟) is a fertility dance performed by several ethnic 
groups in Mexico and Central America, especially the Totonac people in the eastern state of Veracruz, 
to express respect for and harmony with the natural and spiritual worlds. During the ceremony, four 
young men climb a wooden pole eighteen to forty meters high, freshly cut from the forest with the 
forgiveness of the mountain god. A fifth man, the Caporal, stands on a platform atop the pole, takes up 
his flute and small drum and plays songs dedicated to the sun, the four winds and each of the cardinal 
directions. After this invocation, the others fling themselves off the platform „into the void‟. Tied to 
the platform with long ropes, they hang from it as it spins, twirling to mimic the motions of flight and 
gradually lowering themselves to the ground. Every variant of the dance brings to life the myth of the 
birth of the universe, so that the ritual ceremony of the Voladores expresses the worldview and values 
of the community, facilitates communication with the gods and invites prosperity. For the dancers 
themselves and the many others who participate in the spirituality of the ritual as observers, it 
encourages pride in and respect for one‟s cultural heritage and identity. 
Decision 4.COM 13.62 
The Committee (…) decides that [this element] satisfies the criteria for inscription on the 
Representative List of the Intangible Cultural Heritage of Humanity, as follows: 
 R.1: Ritual ceremony of the Voladores has been transmitted from generation to generation and 
constantly recreated by the communities concerned in response to their interaction with nature and the 
universe; 
 R.2: Inscription of the element on the Representative List would contribute to fostering understanding 
of and respect for cultural diversity, stimulate dialogue among stakeholders, and enhance visibility and 
awareness of the importance of intangible cultural heritage; 
 R.3: Several factors threatening the viability of the element are identified and a set of safeguarding 
measures such as establishment of the School for Volador Children are described, supported by 
demonstrations of the commitment of governmental authorities as well as the communities concerned; 
 R.4: The Voladores themselves, along with other civil and public institutes, were widely involved in 
the nomination process either individually or through their associations, and their free, prior and 
informed consent is provided; 
 R.5: The element is inscribed in the Intangible Cultural Heritage Inventory of Mexico maintained by 
the National Council for Culture and the Arts. 
 
 
 
 
 
 
 
                                                          
20
 See the following website for more information: http://www.unesco.org/culture/ich/index.php?lg=en&pg=00011&RL=00175; the 
information in this thesis was retrieved from this website on May 26th 2013. 
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APPENDIX III 
Mariachi, string music, song and trumpet
21
 
Inscribed in 2011 (6.COM) on the Representative List of the Intangible Cultural Heritage of Humanity 
Country(ies): Mexico 
Mariachi is a traditional Mexican music and a fundamental element of Mexican culture. Traditional 
Mariachi groups, made up of two or more members, wear regional costumes adapted from the charro 
costume and interpret a broad repertoire of songs on stringed instruments. Ensembles playing „modern 
Mariachi‟ include trumpets, violins, the vihuela and guitarrón (bass guitar), and may have four or 
more musicians. The wide repertoire includes songs from different regions, jarabes, minuets, 
polkas, valonas, schottisches, waltzes and serenades, in addition to corridos (typical Mexican ballads 
narrating stories of battles, outstanding deeds and love affairs) and traditional songs depicting rural 
life. Modern Mariachi music has adopted other genres such as ranchera songs, the bolero ranchero and 
even the cumbia from Colombia. The lyrics of Mariachi songs portray love of the earth, hometown, 
native land, religion, nature, fellow countrywomen and the strength of the country. Learning by ear is 
the main means of transmission of traditional Mariachi, and the skill is usually passed down from 
fathers to sons and through performance at festive, religious and civil events. Mariachi music transmits 
values of respect for the natural heritage of the regions of Mexico and local history in the Spanish 
language and the different Indian languages of Western Mexico. 
Decision 6.COM 13.30 
The Committee (…) decides that [this element] satisfies the criteria for inscription on the 
Representative List of the Intangible Cultural Heritage of Humanity, as follows: 
 R.1: Transmitted from generation to generation and continuously recreated during festive, religious 
and civil events, Mariachi music strengthens the sense of identity and continuity of its communities, 
within Mexico and abroad; 
 R.2: Inscription of Mariachi on the Representative List could contribute to the visibility and awareness 
of the significance of the intangible cultural heritage thanks to its viability and cultural syncretism, and 
could foster mutual understanding and dialogue; 
 R.3: The strong commitment of the communities and practitioners, as well as local, regional and 
national institutions, to safeguard the element through a range of safeguarding measures is 
demonstrated; 
 R.4: The nomination has been submitted with the wide and active participation of the communities of 
practitioners who gave their free, prior and informed consent; 
 R.5: Mariachi is included in the Inventory of the Intangible Cultural Heritage of Mexico, maintained 
by the National Council for Culture and Arts, as a result of a comprehensive and collaborative process 
among concerned stakeholders. 
Inscribes Mariachi, string music, song and trumpet on the Representative List of the Intangible 
Cultural Heritage of Humanity. 
 
 
 
 
 
 
 
                                                          
21
See the following website for more information: http://www.unesco.org/culture/ich/index.php?lg=en&pg=00011&RL=00575; the 
information in this thesis was retrieved from this website on May 26th 2013.  
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